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& Foreword 


So I'm sirting in Los Angeles, in 2009, watching The Sere of Kells 
and thinking, “Who on earth ate these guys?” 

Ym a British animator who has spent his career in che Holly- 
‘wood system, and suddenly there's this independent film from 
Ireland that hes the intelligent tone of Hayao Miyazaki, the artistic 
purity of Richard Williams, and the decorative flare of Celtic design 
{look at the pages of the Hook of Kells in Trinity College, Dublin, and 
you will se the Celts love of intricate pattern). 

Animated films are 2 Herculean task to complete, even for a 
major Hollywood studic. “Wow,” I thought. "How did thet hap- 
pent?” As ieturns out, ithappened justas you might expect: through 
incredible hard work and commitment, the marshaling of every 
available artistie eesource, and an unremitting siege in terms of 
independent fundraising, What you might not expect is chat the 
artists who did it remain lovely, generous, and passionate people 
as they continue to produce the most beautiful animation from 
the hear of the Irish countryside, Cartcon Saloon has become a 
beacon for independent animation, and a lesson in balancing art 
and commerce. 

(Over the next few years, I had the plessute of meeting Tomm 
Moore when he would show up in Los Angeles for pitching and 
fundraising. 1 would later meet Paul Young and Nora Twomey, 
‘Tom's art school friends who started Cartoon Saloon with him 
“Labsolutely adored Song of he Sea," I said to Tom, trying not to 
sound insanely jealous that he had ereated such a beautiful work 
of art. “We're making a new one right now," he said. 
wolves.” “That's going ro be amazing,” I thought. Animating dogs 
is one of my favorite things to do, but I've never had the chance 
tw do one professionally, So I said, tying to sound casual, “Well, 
if here's anything I can do to help, please lec me know, whi 
Is my way, with filmmakers whom 1 really admire, of begging 
them to please, please, please just let me animate a couple of shots, 


's about 


on their movies, Thankfully, Tomm took pity on me, and I did get 
co contribute exactly ewe shots for Wo/ Walker, 

WobWalkers embodies so much of what is extraordinary about 
Cartoon Saloon. First, i's actully set in Kilkenny, the small medie 
val Insh town thatthe studio calls home. It's nota completely insane 
choice to start making on animated feature there, since it has athriv- 
ingartscalture, butit'snota major metropolitan area like Dublin, ot 
London, or Los Angeles, with their infrastructure and talent pools. 

I love visiting Kilkenny. Aveay from the machinery of Hollyweod, 
you instantly understand why Cartoon Salcan’s films speak with 


such a unique voice, Over « Guinness with Tomm in a hove! bar 


{an experience that I highly recommend), I marveled at how he wat 
able t build a studio there: “You didn’t go.aut t9 LA or something, 
like the test of us with dreams of being in animation, You made 
the industry come t9 you, here.” "I guess Ijust didn’t think it was 
an option,” he replied, "just wanted to gec started and noc worry 
about ir being perfect. Ise wanced to do i" I's thar spirit oF inde- 
pendence, of just wanting to get going on your own artistic journey, 
no matter what obstacles you might encounter along the way, that 
sets Cartoon Saloon apart. Now, Kilkenny isa thriving animation 
hub, with two busy animation studios and its own animation festi- 
val. Not ro mention 2 robust gourmet vegan scene, inspired by the 
Cartoon Saloon crowd. 

Second, WolWalkers is about integrity, heing true to who you 
are—who you tuim cut ro be—and celebrating the differences in 
all of us. Tomm and his friends at Cartoon Saloon have reared a 
space where artistic integrity fs parsmount, where artists can bring, 
to their projects what is unique about themselves, even as they all 
work toward a common goal. This integrity comes ata price, and 
that price is the necessity of Fundraising, IF you want 10 express 
yourself anistically as your primary goal, you're going to have 
to convince people to believe in you and give you your budget, 


itis a never-ending struggle that you will not see in these pag 


he spoils of that war, the beaucfl anwork made 


Yeu will only 


by actists who, like wolves, ae fee to be themselves. 
Last. WoifWalbers displays the artistic style thar has become 
1 hallmarie of Cartoan Salon's films, and whar this book is dedi- 


to celebrating, ‘Their design pecial alchemy toi 


and it's the thing that first drew me to their work. Iris a blend of 


many of the things that I have loved throughout my avn journe 


into this ar form. The design, for instance, takes some cuce from 
Richard Williams's masterpisee The Thi and the Cobbler in ies use 
of flatened perspective, which was itself inspired by the are found 


in Persian pninistures, [n The Seerst of Kells and Seng of the Sea, the 


on, but you might see the ground as if viewed from above, like you 
were lookingdown ona map. The perspective of the groundistilred 
and fk In WolWalker 


ment remains, although this film plays more with pe 


ened toward the view some of this ele- 


pective asi 
explores the wolv 


thee 


S experience of the world, navigating by smell 


thiee-dimens 


nal space 


he character designsin WolfWalkerr alec havea special blend of 


the graphic and the volumetric, This is alsa an element that love 


myself been inspired by the work of Disney animator Mil: 


Kahl, along with designers like Tom Oreb, Watching Sleeping Beat 


tomeis like watching a master megician: The character shepes are 


yenbolic, often flatiened out and “chested!” in terms of rel space 


they move, hey move in an organic and dimensional way, which 


ives the characters life despite their desipned appearance, How 


are these obviously drawn images able to have more life than some 


people whom I know? Cartoon Saloon’s characters have taken 


flow 


ign philosophy to the next level, creating shapes th 


into each other like Celtic knocwork, but always stay- 
Who the 


ing true to charac haracters ate is always the mo 


experience these characters in a world that, because af its artifice, 
can free your imagination, 


As more people come to enjoy theam from thi 


worl group 


of actists, the more Cartoon Saloon can flourish and continue to 


Thop 
oly 


jou enjoy experi 


crcing the beautiful art used in dhe creation o ers as auch 


astheartists enjoyed making i 


JAMES BAXTER, APRIL 2020 


Foreword 


Jase Radcrem chev 7367 tl ad aide Bch Stor 
rather oFramed| 
lion ofthe Cimarron ond Shiek2 F eo 

nnn to wrkoe How to Tram Your Dragon ‘oPvosiTE kobyn ana th 


‘opmasite Jn jeshtionalstinyschows pects 
St. Georgeandshe Dragon Concent by Ace evdennd 
Aasove Ashetch by Alle Diealonrd echoes the okof 
petals 

RIGHT Amestevalillumieasion che twee century 
“Topographia Hibernia Topography of teland) oy 
Covad ef Wales utratny Hasty of te man-wolves 
for Ths manucrptshowing th Waofsery 
nse the dueconsondcncentatisery cn och 
sual restr se 


Inspiration: 


Shape-shifters in Ireland 


Shape-shifters ate popular figures in myths and folktales around 
the world, In Japan and China, foxes assume human form to 
hedevil the unwary. In Brazil, the river-dolphin Boto can turn 
into 4 hoy; many Native American cultures have stories of “skin 
walkers.” Shape-shifters are nat the werewolves of horror stories: 
cursed creatures who turn into ravening beasts when she moon 
is full. Shape-shiftere slur their forms at will, The Selki 
ofthe Sea control when they transform; Sirius Blacke and Minerva 
McGonagall in the Harry Potter books ean assume enimal forms 
when they choose. 

‘The most famous shape-shifiers in Irish myths are the man= 
wolves of Ossory. In the ewelfth-century Topagruphia Hrberice 
(Topogruphy of Irland), Gerald of Wales recounts the tale of a wan- 
dering monk who was asked by a wolf to give last rites 1o his dying. 
mate—who was actually an aged woman, The wolf tell the priest 
‘that he and his wife ate natives of Ossory who are cursed to live 


in Song 


as animals every seven years, In other stories, certain inhabitants 
cof Ossory leave their bodies in a seemingly lifeless state while they 
travel in animal fore. 

According to some accounts, these shape-shifters were the 
descendants of Laignech Féelad, the ancestorof the kings of Ossory, 
whose medioval realm included most of County Kilkenny and 
County Laois, In others, when the ancient gods or Tithe Dé Danan 
left Ireland, some of them remained and married morals, whose 
childien kepe the supernanual power of transformation, Scholars 
speculate that some tales may bebased on accounts of warriors wio 
donned wolf-skins when they “went wolfing” (raiding). 


‘Tomm Moore fist heard about the Wolves of Ossory esa boy in 
the Young Irish Filin Makers program: "I remember a lady named 
Angela Walsh talking about them and thinking even then it could be 
a good idea fora film or a comicbook.” 

Butthe idea would lie dormant for many years. 


HISTORICAL INSPIRATION 


“gor four vile beasts Ireland has no fence: 
Their bodies lice, their houses rats possess; 
Most wicked priests govern their conscience. 
And ravening wolves do waste their fields no less.” 
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11. ‘Story 


‘Tomm kept the Wolves of Ossory in his memory whilehe worked on 
other projects, including the firs Irish animated feacure, The Secret 
of Rels (2009) and. Song ofthe Sea (2014). When he began to think 
about a thitd film, he knew he wanted to work with Ross Stewart, 
his co-director on sequences for the American anthology feeture 
The Prophet Gow), They created an original story using a process 
‘they learned from American writerand story artist Jim Capobianco, 
‘whose credits include Ratatouille and Insile Out 

WofWadker: producer and Cartoon Saloon CEO Paul Young 
recalls, "Tomm heard Jim say that when he's trying to come up with 
ideas, he writes two lists: chings he loves and things he hates, Obvi- 
ously, all good stories have conflict, £0 he would make the lists ro 
find the conflicts he needed. That's what Tomm and Ross did. An 
original idea brings a sense of ownership. You've ne complications 
fiom people outside.” 

“We wanted co get in animal rights, wildness, freedom and 
‘oppression, folktales: all the things we love and are incerested in,” 
says Stewart 

“The main theme of the story is trying to find the balance that 
‘we need between nature and wildness, order and stability, rules and 
structure,” states Moore. “We playthat through ll the characters: in 
the contrast herween Mebh and Robyn, in Bills internal batle over 
whats best for Robyn. 

“L don't know when the Wolves of Ossory came back onto my 
radar; maybe while I was researching Song ofthe Sea.” he sdds, "On 
the Trish-langaage broadcaster (TG4), there was a series called 
Wolfland, about how Oliver Cromwell had tried to wipe out the 
wolves in [reland to help tame the county, He wanted 10 show 
that he had control in a way the king he'd replaced didn’. We 
added the Wolves of Ossory, and the story siarted 1 take shape 
pretty quickly.” 


Moore and Stewart shave an easy and immediately apparent rap- 
port, They may not finish each other's sentences, but they develop a 
single thought while talking back and forth. 

“Ross and Lwanted to set the story in Kilkenny, and around that 
time Kilkenny was basically the capital of ireland,” Moore continues. 
“The more we researched the period, the more we understood the 
Puritan ethos that Cromwell embodied. We realized it was 2 huge 
part of what we wanted to talk about in terms af wildness versus 
onder: When we thought about the Wolves of Ossory, we gor the 
idea of wokids,one from England, one from Irland, and how their 
worldviews collide.” 

Alchough the villain in the evory is based on Oliver Cromwell, 
the artists rook liberties with the historical figure and refer to him 
only as the Lord Protector, 

“Cromwell was 2 natural bad guy in che mid-seventeenth cen- 
cry in Ireland," Stewaur says, "We researched older Irish attitudes 
toward wolves, The Irish people had ro live alongside wolves: There 
were stories about how wolves would protect people who treated 
them with kindness and respect. Then Cromwell comes and says, 
“We're going to exterminate these animals: the Irish would say, 
“there's 4 place for ther, there's place for us’ Wediscovered we had 
asrich well todraw from” 

To help write the story, Moore and Stewart called in sereen- 
writer Will Collins, who had worked on Song ofthe Sea. Collins was 
beginning a new career as a sereenwriter when he heard abour The 
Secret of Kells. He recalls, “As soon as I saw the trailer on YouTube, 1 
said, Those are the people I want to play witht’ There was a very 
organic and natural ovedlap of our sensibilities, our euleural refe 
ences, the rypes of stories we wanted to tell, My frst feature was 
kis’ road movie secdaring Halloween weekend in 1987. Tomm was 
talking about a movie he wanted ro do set over the same weekend, 


‘Complete serendipity! That began my adventure with them on Song 
ofthe Seu, which flowed into WoifWallers. 

“We all wanted to address the fect that our folklore is dissipar- 
ing: Our stories are being lost co Western culture and TY,” Collins 
‘explains, "The Inds had the characters, the setting, anda really 
interesting dramatic premise: 4 hunter sent aver to kill the last of 
the wolves. His daughter becomes the thing he's hanting, I'd never 
heard of the Wolves of Ossory until they told me the story, but it 
drow me in iramediately.” 

“The three men shared a creative preceas that was informal and 
amicable. “We would all ger in a room gether, hashing out beats 
‘of the story. [would go away and work it into an outline. Then we 
would burn che outline and build it again from scratch" Collins 
says with a laugh. “One person could have an idea, another could 
jump on that idea, and it would become a tennis match, back and 
forth. Then the third person would say,‘ think you'te going down 
the wrong path,’ That dynamic worked really wel: Everything was 
challenged in avery constructive way, and we came up with a uch 
stronger story.” 

“When I got to the project there was a completed script that 
the guys were ready 10 storyboard,” adds assistant director Mark 
Mullery. "A lot changed in that period: The first act got heavily 
rewritten, I was afraid of being just a third, loud voice in the room. 
Se I setmyselfa principle, which was when one ofthe guys said this 
and one of them sai that, I'd be the tiebreaker, Ordo my best elu- 
cidate whatever point I thought worked or didn't work, Whenever 
they were ruly stuck, TU offerup ideas.” 

Many animated feanutes ate fantasies; Wafers would be sec 
ina real place ata specific time. “Asa screenwriter, fantasy is avery 
challenging gente 1 work in because you have todefine the limits of 
that universe, what can and cannot be done,” Collins notes, "Work- 
ing in areal, historic world makes things much easier. The magic 
‘vis restricted to the Wolfwalkers: Everything else was real. When 
you have the contrast af the mundane real world, the magic pops.” 

As the story took shape, the Cartoon Saloon artists began work= 
ing on the storyboards with the directors. The storyboard was Wale 
Disney's tool for bringing structure to the freewheeling earoons 
of the 1920s and carly 19305. A series of drawings and captions 
pinned to cork panels, the storyboard enabled the director to pre- 
view the film and see if the story and the visuals were working 
together eflectivey. 

Onallve-acion film set, theactors do multipletakes, varying heir 
movements and line readings. The ditecror and editors) review the 
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footage and pick the best versions—ofien stitching together pisces of 
various takes to ereate the est possible film. In animation, the story- 
boas artists explore ways to present each seene until the directors 
satisfied. I's not unusual fora scene that plays well on the printed 
page o need extensive reworking when i’ sworyboarded. The arists 
transform the words into visual images, suggesting how the scene 
should be staged, winere the camera should be placed, what the ati- 
tude of animated aerors should be 

“The storyboard artists would have really interesting ideas on 
how # scene should play out,” says Collins. “I didn’t have direct 
conversations with then, although T would give notes. Tomm 
and Ross know far better than I what works and what doesn't in 
the visual representation of my words. The storyboard artists pur 
together stuff tharwas much better than what {hed on the page.” 

‘The editors work with the artists and directors to shape the 
storyboards into an animatie—a rough, preliminary version of the 
film. Editor Darragh Byrne explains, “In live action, you're stuck 
‘with whacever has been shor and you try to make the best of ic. In 
animation, you can ask ro go from a wide shot toa tight one, or 10 
reshoota whole scene that’s not really working, which in live action 
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“But the central notion of 
witchcraft everywhere is the 
power to change into some 
fictitious form, usually in 
Ireland a hare ora cat. Long 
ago a wolf was the favourite.” 


WILLIAM BUTLER YEATS 
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“There’s a lovely ald Irish Gaelic ward 
for wolf, Mac Tire, which means “son 
of the land.” I think when people 
were speaking Irish, they thought 
differently about things because the 
names had different meanings.” 


TOMM MOORE, CO-DIRECTOR 


you can't do, The animatic is where most ofthe editing is done in 
animation, You're tying to make the story fel like one voice, so 
viewers won't know itwas done by five different board artist.” 

“IF you have five or six storyboard artists working, you will get 
fiveot six different, very secomplished bodies of work that you need 
to make fel likea coherent movie,” adds editor Richatd Cody. "You 
have to make sure the characters are consistent and have an ar. 
Some artists focus more on visuals, somean characterdevelopment. 
You may have a sequence that’s great by itself but needs work to 
smakeit fit properly into the film. 

fou can spend days working on a sequence, then find in the con- 


textofthe greater animati t's nct needed,” Cody says. "“It may bean 
old idee thatisn'e worth keepinganymore, orthe emotional beatsin 

that sequence are becter placed elsewhere inthe movie. You question 
every single idea, making sure chat i's needed and inthe right place, 
Youhave to mnake sue i's supported by che setup and the payoff and 

the iets around i. [F's doing all of those things, maybe i's worth 

keeping, Maybe.” 

“I had been an editor for a preschool show: a show where it's 
exactly seven minutes on the screen” says Mullery. “I would come 
in and say, ‘Guys, you have to bring this to layout tomorow, you 
cur these three shots. you merge these two and we're out.’ Maybe 
iF L were directing, that's not the approuch { would take. Bur Felt L 
could be a knowledgeable sorncone who understands editing and 
could be dispassionate.” 

“Three editors worked on WalfWalker, polishing and focusing 
the animatic, to match the directors’ vision. The fist act of the 
film proved especialy challenging and had to be reworked multi- 
ple rimes, Stewart comments, “Darragh should probably get a story 
credit because he did an amazing amount of bearding himself, pick- 
ing images here and there, etlling the first actin editing,” 


story 


” 


ion movie Cartoon Saloon has made, and the 
replies, "We had a tricky time 
getting act one right Itwas about making it dark, but not too dark 


This isthe 
first where we've had a villain,” Byr 


and fun, hut not silly.” 
“Song ofthe Soa was a very personal story to me, and the stary= 
board adds 


Moors. "For WolfWlkes, Ros and Lagreed to give mote ovsnership 


tists were Reshing out exactly what I had in mind,” 


tothe storyboard anists so peoplelice Giovanna Ferrari and Louise 
Bagnall could bring something oftheir own to boards. Storyboard 
ing took slang times There was a lar of debate and discussion, We 


asked production for anothereight months to rewrite huge sections 


acche stat. I'd never done that befo 
Asis ofcen the case, the filmmakers had co discover what they 
didn't want the film to be before they could figure out what they 


C10 be, 
fore we realized that story wasn't the one we wanted 


did wa The story was very dak and a bit more adult 
and grim 
to tell” says Stewart. “At one point there was a long section with 


Bill and Robyn living in the fores before they got to Kilkenny. We 


realized, The stony really starts when they get o Kilkenny, so les 
cut the lonely forest backstory and jain them when they're already 


engaged in city life 


Looking back over the story proce 


anchely to our ending: The wolves are di 
“They have 10 go. Anyone who knows history will know the welves 
bes 


me estinetahundted years later, 0 chese isa melancholy aspect. 


theme being, they survive asa family.” 


“The first pitch was a 
proper story. It was an 
action-adventure tale 
where a father winds up 
hunting his daughter— 
and becomes the thing 
he's hunting. They wanted 
to tell a story where you 
put people inside the 
head ofa hunted animal. 
As they did research, 
they rediscovered the 
Wolves of Ossory: a 
mythical starting point.” 


PAUL YOUNG, PRODUCER 
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il. “Characters 


“One of the really interesting 
aspects of the story was 
having the freedom to act 
on your instincts. Being able 
to live unconstrained by 
society's rules. As teenagers, 
both of us would've liked 
to do different things in 
reaction against society. 

We really wanted Robyn to 
define her true self'and not 
be controlled by society or 
what the Lord Protector or 
Bill was telling her to do.” 


TOMM MOORE, CO-DIRECTOR 


foppaeire Ryn straghctolipup with 
‘Mebhandte ack Charatersby Tom Moore 
cg byRess Stewart 


The Cartoon Saloon artists worked to create a story thar offered 
conic, stiong emotions, humor, pathos, and x cesclution. Bur the 
audience had 10 care about the characters for the film to succeed: 
“The most fantastic batles and elaborate chases mean nothing ifthe 
audience isnt invested in the main characters’ fate, Ftom Pinocchio 
leaving Geppetto's workshop to Brendan sneaking out ofthe Abbey 
of Kellsto Chihiro going to workin Yubaba’s bathhouse, memorable 
animated characters have undergone tials and adventures that won 
thema place in viewers’ hearts. 

Much of the story process for WalfWakws involved developing 
the personalities of Robyn and Mebh, Their telaionship—and how 
they related to the other characters—vins the key to the success oF 
the fil, Inthe first draftsof the story and carly preliminary drawings, 
Robyn was a boy, whose friendship with Mebh echoed Brendan's 
bond with Aisling in The Seat of Kelb. 

“Bill and Robyn were originally 2 father-and-son team: a hunter 
and his apprentice," Moore recalls. “We realized chat what Robyn 
‘would beup against in that society aa gil offered more drama and 
conflict because she wasnt just going against her fathers wishes, 
she was going against society's expectations. The des ofa gitl trying 
to be a hunter was defying Puritan society—which mace a much 
stronger, much more inreesting story 

“1 based Rabyn on my wife asa litte git ile bit visually, bur 
more on her being strong-willed and determsined—and loving 
animals and nature,” he continues. "That helped me get my head 
around who she might be as a character. It was easier for me as a 
director to deal with Brendan in Te Sere’ of Kells and Ben in Song of 
the Sea, cause they were based on me and my son.” 

“When I'm weting any story, Lury w make it as personal as pos- 
sible," adds Collins, “One of my best friends growing up was my 
neighbor Shirley, who was a tomboy. We caine from very different 
families, but that friendship was a happy oasis when we were going 


through personal problems, I used it as my touchstone when trying 
co fashion Robyn and Mebl’s relationship. Meth is more wamboyish 
and wild; Robyr’s more bookish and nervous. Because theyre kids, 
they approach their differences noc with fear and animosity, bur with 
playfulness and curiosity. I's the adults who are fearful and defensive.” 

‘The artists wanted to be sure their lead characters honestly 
depicted girs’ experiences, Stewart notes,"A story with female leads 
directed by two guys could be a litte inauthentic. We wouldn't be 
able to drew wholly from our life experiences. Bar we had really 
{good fernale storyboarders who brought a lotto the personalities oF 
Robyn and Mebhs I think they were drawing from their childhoods 
and broughta truth to the girls that would be hard for us todo.” 

“The Puritan society the Lord Procectar represents maintained 
strict gender roles, which its members believed were based on bib- 
lical dictates, It was a society with rigid rules: Disobedience could 
‘mean banishment, imprisonment, or even death, 

“Ie was atime when giels had no voice and no say," Stewart com= 
iments." Robyn comes to Ireland wanting wo havea life with her father 
out in the woods, hunting and playing, Suddenly she's ondered to 
work in the scullery. It makes sense inthe story for her to have these 
chains put around her because of her pender. 

“In contrast, Mebh and Moll are powerful females and the last 
Wolfwalkers,” he continues. “In Irish mythology and folklore, they 
had a great reverence for the mother goddess—in complete opposi- 
tion to Puritanism, which was a more male-fecused religion. Mell 
and Mebh represent the | 
stamped out.” 

‘The lessons Robyn is expected to learn are articulated by the 
Head Housekeeper, a sefi-spoken woman who oversees the domes- 
tic servants in the Lord Prosecior’s headquarters. 

‘The Head Housekeeper is voiced by producer Nora Twomey, 
who says, “It's interesting that she doesn’t have s name; I ike to call 


traditions and religion that are being 


her Bridgette. She's middle-aged, downtrodden, and invisible. She 
tries to each Robyn you survive the world she's in by keeping your 
head down, by doing your work, by trying to get through the day. It 
sounds like good advice, but it’s how to die slowly. I's how to stifle 
yourself ta death—or be stifled. | see a lat ofthe history of women 
in Ireland in her ilen« 

Robyn, who had enjoyed greater freedom in England, rebels 
against this enforced drudgery. When Bill admonishes her with the 
Puritan adage “Work is prayer.” she replies, “Then I've prayed the 
hele Bible!” 

Honor Kneafsey, whe provides Rcbyn's voice, says “Robyn thinks 
she's braver than she actually is, She's scared of alot of things. yer 
she'll putona frenr to show everyone she can do something, Because 
her father's a hunter, she thinks she can be one, too. Maybe she can, 
maybe she can‘t. Throughout the film she becomes more indepen- 
dent and finds things she's really good at. Mebh teaches her more 
and more things she enjoys, Mebh brings out the best in Robyn, and 
she likes that.” 

Although Robyn likes to think of herself as independent, she 
grew up in a far more circumscribed world than Meh, whose home 


is the forest, Stewart explains, “Mebh is an innocent gid, but she's 
also the leader of a wolf pack. She represents wildness and spirit, 
bur she's also the vulnerable aspect of nature that can be damaged, 
Robyn represents the invader, but she's also an innacent trapped in 
Cromwell's masterplan. The gitls become best friends because they 
enjoy each other's company. Dut they're caught up in this bigger 


scheme of the destruction of the environment,” 

“Mebh is very impulsive, sll very young, 4 not ceribly tespon 
sible kid who's suddenly been given this huge responsibilty by 
her parent,” adds Moore. "Robyn is very competent and responsi- 
ble and wants to prove herself, but her father doesnt give her the 
responsibility tht she craves 

“Arthe beginning, Robyn and Mebh dont like exch other because 
they see their clfferences clearly.” Kneafsey says. "As the story goes 
‘on, the differences become smaller, and they bounce off each other. 
tsa sister bond between them” 

“Getting Robyn and Mebh right was very importants IF that 
friendship didn’t work, the rest of the movie wasnt going to work,” 
Byrne comments, “Robyn is more like « Miytsaki female character: 
She's her owa person, and she’s escaping. But Mebh is going to be 
everyone's favorite characes.” 

Billi caught ina web of conflicting duties and obligations. He 
‘wants his daughter tobe happy, but he also wants her tobe safe. He 
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believes inthe rules ofthe Puritan society he livin, bute chafes at 
its restrictions —especially a the limits it imposes on Robyn. 

“Bill is a father trying to do his best, trying 10 look after his 
daughter, ying ta steer her through a menacing word,” says Stews 
art. "But he'salso the Lore Protectors soldier. He has daties ro fulfil, 
and he's ryingto avoid punishment for himeelfand forhisdaugh 
He's a soldier and a father—and a pain in Cromwell's master pln. 
You can't really lame him for that.” 

“Wee werking through the disconnect when parents become 
s0 protective they don’t realise chey'e enushing theie child's will” 
adds Moore. “Bll is really trying 10 control Rebyrs He's abitlike the 
[Abbot in Kells, But he's sls0 a soldicrand a cog in the machine. He's 
closed himself off to how he'd like things 1 be. As a Puritan, he's 
been rold that civilized people live under these orders, It's only by 
leaving that society shathe Finds freer way to lve.” 

Early drafts of the story explored how many men like Bill came 
from the lower classes in England and Scotland. The military cam 
paign in Ireland offered a chance to advance socially and financially, 
But explaining his motivations shifted the Focus of the story rom 
Robyn to Kill, So the Filmmakers simplified Bil’s hackstory: He's 
always been a soldier, 

“Bill became too interesting,” Stewart explains, “Because we're 
middle-aged men, we were relating to the middle-aged male charac 


ter t00 much and losing sight of Robyn. Bill had 10 fade into a more 
archetypal role.” 

‘As they developed Bill's character, Collins, Moore, and Stewart 
allad a single actor in mind w provide his voice: Sean Bean, best 
known to audiences as the noble bur conflicted Bororir in Pever 
Jackson's The Lond ofthe Rings movies and the honorable to a fault 
Ned Stark in the TV series Game of Tires. Collins says, “When | 
‘was writing, [had Sean Bean's voice in my head very clearly.” 

The vocal performances provide an importanttocl for animators 
“They time the mouth movement to match the vocal track s0 that 
the characters look like they're speaking the lines. The way an actor 
delivers a line will also suggest how the characters set. Animators 
agree that a good voeal track is essential to creating a convincing 
performanceon sercen. 

“At the beginning, Bill's very much in control of his child and 
follows the orders of the Lond Protector,” Bean says, “The Puritan 
‘way of thinking is quite restrictive: Everything of comfort or joy 
‘vas frowned upon. Bill res wo be strict with Robyn, bur eventually 
discovers she's quite special. He could never believe in anything as 
supernatural and bizarre as what he sees with his own eyes, but he 


“Obviously, we have dialogue 
and a story to tell, but we 

also had to do lots of howling, 
growling, yelping, whining, 
and whimpering. I did some 
mad things with my voice that 
I've never had the opportunity 
to do before. There'll be no 
stopping me now.” 

MARIA NOVLE KENNEDY, 

VOICE OF MOLL 
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realizes everything she said was true. For a man in Cromwell's army, 
its a massive leap of faith and imagination. 
chal figure, Moll represents th 


If the Lord Protector isa patri 


As the leader 


ancient. powerful mazernal sprit Seware describ 
of the pack, she leaves her human hody to prowl the forest, ensur= 
ing nathing threatens the wolves, When she is imprisoned, Mcbh 


amurtatsume her roleas leader —while searching derpertely for her 


mother. Mall 
Mi 
Kennedy, who played Vera Bare: 


lao has to be convincing as both a hums 


voice is provided by Irish ectress/rmusician 


in Downton Ab 


her mother that drives Mebh throughout the story” she says. "Sh 


separated from ber mother, and dhreugh the separation sheassume 


a new mantle. I’sa separation thar circumsta 
d more fraught. Moll passes the 


us to part butwe must address tl 


shoct while. It becomes longer 
baton to Mebh: T don't wi 
situation we're in.’ think wi 


n often do that. 


There's all of te questions around being maternal but recog: 


ing the grow toit. allowing it 


Lup of your own child: surrender 


1o happen, lerting go,” she adds. “Moll allows Mebh some respon: 


ity; the townspeople hold their children in a fearfal way, not 


allowing them any sort of independence or freedom. Ids very diff 
suleforthem to grow atall 


Simon MeBur 


y played characters as diverse as Oliver Lacon 


in Tinker Tailor Solder Spy and the voice of the embittered house-elf 


Kreacherin Merry Pottcran che Deathly Hallows: Part before acing 


the Lond Protector, the fictionalized version of Oliver Cromwell ia 
WolfWWalkers."Playing Oliver Cromwell is always complex and dif- 


jeult, not only because of what he did in Ireland," he says. “He's 


th a monstrous, obsessive side. He 


a very interesting character, 


rly fetithis religious duty todo what he did and found justifica 


‘ons for tin the Bib] 


in WoljWalkers, he’s the aucharity igure who's tying ta civil 


the country. The Wolves represent the wild part of nature, which he 


bulioves he has « God-given right ro overcome,” McBurney explains. 


"The Lord Protector isn’t all bad; he has his moments of doubt, He 


gets hie comeuppance, But he's a very important character who 
provides drama and tension, He believes chat civilization is close 


‘© Godliness, and whatever is wild is chaotic and therefore devilish. 


clicks are dismissed as witchetaft ox dev 


The older, deep 


Casting children's voices for animated roles can be challen, 


and natural while deliverin 


Theactors have co sound spentan 8 
their lines. If they sound coo polished, the delivery will take th 


audience out of the moment, When he was casting the voice of Rus 


rector Pete Docter complained that there seemed 


sellin Up, Pixar d 


bea school where young actors were taught to aver-project and 


over-articulate, For the animated “Peanuts” specials, dit 


Melendez and producer Lee Mendelson chose elementary sc 


children with lial or no formal tri 


“With young actors, you always look for unknowns: Yeu rarely 
get an established person or a preconceived notion of a voice,” 
ays Collins. “In my head, I knew Robyn was English and would 
have a Northern English accent. The guys cast both girls abso- 
lutely perfectly. 

“We had a good casting director, Louise Kiely, who por us loads of 


audition capes," replies Moore “But once Honor appeared, we were 


sure she was right for us. She's a more experienced, professional at 
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For Mebh, we wanted an lish girl who had a real country Irish 
accent,” says Stewart. "Unfortunately, a lor of the auditions were 
from theatrical actors whe either sounded posh or had lost any coun- 
try accent—not the Mebh we needed. Eva Whittaker poppe 
she was so ull of attic: so confident and cheeky with a sense of 
ly 
For the final recardings, when she came in, she could go into 


upand 


humor, I fll in love with her voice and her performance im 


floods of teas, and the whole room would be silent!” Stewars recall, 
“Ae the end ofthe performanes, someone would say, ‘Eva, ate you 


olay?’ And. I'm fine! 


‘danswer with a bearing smile, 


Reflecting on her performance, Whittaker says, “I had to work a 


id the sudness behind it all, There was 


lot on the anger, the pain, 
. They needed to hay 


a lor of growling and shouting in w sound 
like a wolf for 2 few lines, especially when she gets really angry. 
Sometimes, when she's talking, she's growling atthe same time. She 
od it is to Tose a parent: Her mother was all she had 
before she met Robyn 


shows how 


‘Eva broke my heart when she read that one word: ‘Mammy, 
When she said it, she brought me hack to my awn childhood,” con- 
cludes Collins. “We would ve pronounced ‘mammy that way. She 


chills go down the back of my neck, She was amazing, Sowas 


Honor 


‘awove: Ev Whttaher (Meth ad Honor Ney (Ray 
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ROBYN 


“If Robyn had stayed a boy, I don't think 
the stakes in the story would have 

been the same. As a boy, if Robyn had 
achieved his goal of becoming a hunter, 
it would have been seen as a positive 
thing, because it would follow accepted 
gender roles. The drama and the 
conflict are more interesting because 
she isa girl. knew Robyn asa girl; 

I never really felt the character as a boy.” 


TOMM MOORE, CO-DIRECTOR 
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BILL 

“pill seems a decent chap, other 
than that he’s in Cromwell's army. 
He has to do what he’s told. He 
follows orders. He's a simple man. 
He becomes a good father when 
he discovers Robyn has her own 
life with her own dreams for the 
future. By the end, he realizes 
she's an intelligent young woman.” 


SEAN BEAN, 
VOICE OF AIL 
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The director of an animated feature must possess the tact of an 
ambassador, a miniaturist’ eye for detail, she endurance of a mara- 
thon runner, a general's ability rorally the rrocps,and the patience of 
Job. A director must also be able ro envision the finished flim while 
examining not only isolated scenes and sequences, but also individ 
ual paintings and drawings—much a5 a conductor hears the entite 
opera while discussing single notes withthe performers, 

‘When he began tn develop WafWaltes, Tamm Moore was already 
an established directar who had earned Oscar nominations and fes- 
tival prizes for The Set of Kells (2000) and Song ofthe Sea (2014). 
Ross Stewart had served as art director en Kell and contributed to 
9's ParaNerman (2012)-The two 
men had shared the direction of Cartoon Saloon’s sequence in The 
Prophet (2014), based on the poetry of Kahlil Gibran. They wanted to 


the designs for Song ofthe Sea and La 


continue working together. 


impose ther vision on each other's films. 


pretty sureit i. 


“If you have directors who are confident and know they heve che 
final say they'e more relaxed when they listen tal the feedback on 
an animats, adds Young, “We do our films reasonably quickly. We 
might spend thiee w four yeats developing an idea, When the two- 
afer the animatic has been 


year production schedule begins, if’ 
worked on for almost a year and a half.” 


Inaddision to being a director, Meore was « parinerin Cartoon 
Saloon with Paul Young end Nora Twomey, They had builea studio 
‘where they could offer each other hones eritcism without 


“Tve learned how to give notes not as a ditector, but as an 
encourager: That's different set ofnotes,” Twomey explains. “We 
tty to empower, rather than criticize. That comes from yeats of 
‘working together and supporting each other through thick and 
thin, I's such an easy thing to give notes and feedback on some- 
body ele’s work. Bur if Tomm thinks something's working, im 


WobWalkers spent many months in development before Moore 
and Scewartfeltit was weady to move into production, 

On Song ofthe Sea, we had an overall story, but there was a huge 
amount to work cut: [screenwriter] Will Collins did alot of drafis,” 
Moore says. “On Hol Walle, because ic was me and Ross and Will, 
We had more meetings. Ross and I would da thumbnail sketches and 
figure out a sequence, talk to Will, then he'd work it into the script. 
‘There was a lat of back-and-forth, even after the ist pass of story 
boarding Whenever we got heavy notes, Will gotinyalved agin.” 

Although most live-action features have a single director, many 
animated fectures have two or even three. There's simply too much 
work for one person to supervise iall, Some directing tams divide 
the film by sequenc 
know best, 

“When we started development and scriptwriting, it was only 
the owo of us and Will” Stewart recalls, “We had our own lite 
oom, and fora couple of years, we pur up drawings thac we liked 
and developed the idea that way. When it got into scene illustra 
tion and pre-production, Tomm naturally tended toward character 
design and { tended toward background design. We both super- 
vised the storyboards. 

“As production loomed, it became obvions that Tomm should 
focuson characterand animation, and I would focuson hsckground, 
layout, andline elects,” he continues. "So most of my day was spent 
with layeur and outline and colour backgrounds; most of Tomm's 
was epent with posing and character animation. Once seme of 
those departments’ work started to taper off, we both focused on 
effects and character animacion.” 

Moore and Stewart could also delegate some duties to their 
assistant divector, Mark Mullery. "I worked as an animacor with 
some other companies herein Irland. When you start with telly 
small companies, you end up doing a bit of everything,” Mullery 


thers focus on the aspects of production they 


explains, “When I came to Cartoon Siloon, | ended up being tech- 
nical director on Puffin Rock and The freadwinner, Ie Feels nacural to 
me tobe the assistantdirector on WolWallers because i essentilly 
involves the same duties, | know how the sausage is made and how 
tomake the calls 

“1 always try to dive between Tamm and Ross and oncoming 
trouble of any kind,” he continues. “Any problem that's cross- 
departmental, Ihandle think of myself as being abit of connective 
tissue berween the left and right hemispheres.” 

All throe men worked closely with the editors. In recent yesrs, 
«editors have played a more significant role, helping the directors to 
shape the animatic and, ultimately, the film, 

“Two directors isa challenge, bur it’s als s blessing," says editor 
Richard Cody. *Havingrwo directors allowed mea lor more freedom, 
and a lot more of a voice. When the directors had different ideas 
about a sequence, I'd often be the deciding vote, But it also meant 
that certain decisions weren't as cleer-cu, IF thete's one ditector in 
the room, he could have a positive response to something you show 
him. You work from thac response, but the other director might have 
‘negative response ra the same material.” 

Pixar director Pete Docter observed thatsometimes the reason + 
scene in an animated feature isn't working isn't the scene itelf, but 
that it wasn’t see up properly earlier in the film. Or that it wasn’t 
getting the payoff ie needed laterin the film. 

“On WoffValkers Iwas sil very mach finding my feet: what was 
ableto doand how much I could bringto the able,” Coy co 

“Bur coward the end of thar process, there wete cerain board aris 
| would bring in and tlk vo abour che sequence, and really hammer 
icour. fd give my view on what I thoughtit needed, and they'd give 
theirs. Other board atists preferred to work in a more structured 
‘way, where notes would come through the directors, It depends on 
the artist, on the team. and on the stage ofthe animati 

“1 edited Song oj the Sea and The Breaduinner: Ross and Tomm are 
geod friends of mine,” comments Darragh Byrne. “You can be hon= 
‘est and straightforward about what works and what doesn’t. As an 
«editor, you're picking our the best ideas and helping them mold the 
film. With Tomm and Ross, you ean tell it likeitie—and they can tell 
youwhat they dont likeabour the edits. knew f could trust them to 
‘ome up with great ideas, 

“You assume a Cartoon Saloon film is going te look amazing 
because you see all the concept art: che incredible character designs 
and fancastic backgrounds,” he adds. “But as editor, I scay focused 
‘on making sure the story is clearly told and the characters are 


128 B Direction 


engaging, No matter how pretty iti, it still has to make people 
feel something.” 

“When you're inthe ity, you'te in this pure geometric space: when 
youre in the forest, i's far more organic all beautiful compositions,” 
agrees Mullery. “Bur you have a story to rel. There's a crossbow on 
the ground someone needs ta see, s0-we need to call attention tat, 


We need a cutaway ora reverse shot and aclose-up.” 

Some of the enimation was done by artists at Studio 352 in Lux- 
cembourg and Fost Studio in Paris, who had worked on the previous 
Caron Saloon festures, To ensure these atists fot they were genu- 
inely par of che crew and nor outsiders, che filmmakers invited the 
supervisors to spend time with them in Kilkenny before work began. 

“Barly in fll of 2018, we wenc co Kilkenny for ewo weeks, jst 10 
be part of the crew for a litte while, o tak with Toram and Ross 
and Svend [Rothmann Bonde, rough animation supervisorJand the 
other department heads,” says Nicolas Debray, animation supervi- 
sor at Studio 352. “A supervisor is usually just communications 
person, who passes information from the crew to the director and 
from the director ta the crew. But Tomim was really open to getting, 
four ideas and seeing what we could bring to the animation. By 
checking his ego at che door, he gets the best from the artists who 
‘work for him, which is remarkableand rare,” 

“1 went to Kilkenny for two weeks 10 meet everybody and see 
‘Cartoon Saloon’s process" adds Fost Studio animation supervisor 
Jeanne-Sylvette Giraud. “The animation was just beginning on the 
first sequence. They had meetings with the animators to talk about 
the characters’ psychology and evolution ineach sequence.” 

Moore stresses that an animation director must always be 
patient—and racfl, Many animators like ro describe their ar forms 
as “the Island of Misfit Toys" (reference to the 1964 TV special 
Rudolph the Red-Nosed Reindeer), but even self-procaimed misfits 
hhave egos and sensitivities, 

“You have to be patient and realize everyone hasn't been eating 
and drinking and breathing and sleeping the story quite as lang as 
youhave;” he says, “You have toe ready to go back ro the first refer- 
‘ences from three years ago and rediscover them with the crew. Show 
them what you're going for and why 10 get them on beard. Ie's 20 
«asy to forget that for them, it's not as deeply ingrained as i is for 
yous theditector.” 

‘The Cartoon Siloon artists were hard at work on WalfWidlkers in 
March 2020 when the COVID-19 pandemic struck. On March 12, 
the Irish government closed schoolsand cancelled festivities; twelve 
days later, the orderto shut down came. 
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“Ultimately, you have 

to have somebody who 
has the final vision, and 
Tomm and Ross do 
together. You can have 
writers, storyboarders, 
and editors: They'll give 
amazing feedback and 
help. But really it falls to 
the directors to see the 
film through.” 


PAUL YOUNG, PRODUCER 


5 dear estrated noes 


‘Bove thesiaifoFCartao Sabon a the 


inday to take my computerhome: locked around 


the office and 


irlike erying,” Moore recalls. "I had taken geing in 
to the office to work for granted —almost tothe point of complain 
ingabout it: Bat knev I was going to miss che camaraderie of the 
people I'd see every day." 

“We were finishing up effeces and suill doing ink and paint and 
compositing," adds Stewart “The effects and ink and paint crews 
could work from home easily enough. The big worry was compos- 
iting, because they'te all working in Nuke. Their home computers 


dorithave the licenses and wouldn’tbe able to handle 


Fortunately, the film was nearing completion when the di 


struck. “We benefited from the fact thar we were so late in produc- 


sion,” says Moore. “Luckily, we'd recorded the orchestra and the 


Irish folk hand Kila weeks before the lockdown: I don’t knaw how 


we would have worked around thae’ 

“If this had happened sarly in the production, when we were 
doing layout, rough animation, and posing, I wonder if we'd have 
been able to finish: Those stages require a lot more one-on-one’ 
Stewart says. "We've adapted pretty well out of necessity. But it was 
really nice to be able w do a litde drawing and explain directly 
scmeone exactly whac you wanted. Now everything has co be sent 
by Skype or e-mail, then we talk about it.” 


"You have to consider if you want te make any changes because 
it means another round of sending things back and forth,” agrees 
Moore. “That quick and easy collaboration in the same room is 
what's missing, We extended the schedule by about six weeks to 
make up for the delays.” 

Caroon Saloon has always been a fiendly place with @ vibrane 
esprit de corps. The filmmakers worry that spit may change, Stew- 
art says sadly, “When DIP finished, we couldn’teven gather rogether, 
have afew beers and pizza, and say thank-you to the crew. We had 
to send an email, Thanks very much, We hope we'll see you for « 


premiere: 

“We've had alot of meetings about haw this is gong a change the 
studio” Moore says. "When wecan open up again, we won't probably 
havea crew raom ora shared coffee machine—places where you maet 


you might not meet otherwise. We may kesp doing show-and. 
tells, where people from different projects show a bit oftheir work 
‘on Zoom to maintain that connection between people: 

"Our plan was to have everybody in one building by 2025,” he 
concludes, "But even if they find a vaccine in the next year and 
everybody can come back, people may want ro work from home 
more. Maybe that wil be possible. [e's going to change the culture 


of the studio. 
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“In all 2-D animation, there 
is a tension between 
illustration and cinema. 
Tommis an extremely 
illustrative storyteller, and 
that’s brought to the fore 
in WolfWalkers. But the 
characters exist in a space 
and the whole thing needs 
some kind of.compositional 
harmony. There are nearly 
two thousand shots in 
this film: How do you keep 
everything harmonious from 
shot to shot? That's been 
the fun of this project.” 
MARK MULLERY, 

ASSISTANT DIRECTOR 
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Although +-D computer animation has become the dominant form 
of studio animation, Cartoon Saloon has built an international rep- 
utation on ts hand-drawn films, Its characters and setcings reflect a 
wide range of influences, from the films of UPA and Genndy Tarta- 
kovskyto Pieasso and a host of artists and illustrators reaching back. 
to the illuminetors of the ninth-century Book of Kells. 

Wo) Welker producer Nora Twomey surns up the attitude at Car- 
‘toon Saloon when she says, “I trust draw-ers, people who use tas t 
method of communication. IF you're ina meeting with Tom, you 
have 1o be careful of your posture and what angle you're presenting, 
because he's going to be drawing you. Paul willbe, toe, In school 
‘we're taughe if you're deodling, you're not paying atention, but poo 
ple who draw asa method of understanding the world around them 
do it constantly, They'e listening hard, but they're elso doodling, 
away, as Tomm sn Paul do.” 

For che key role of production designer, Moore and Stewartchose 
Spanish arcist Maria Pareja. “I asked for an interview," she recalls, 
“Tomm asked if | wanted 0 do atest for WalfWiltes. did thetest, and 
‘ome week later they said they wanted me here for scene illustration,” 

Moore replies, “I remember looking at her test with Ross: It 
looked great, In scene illustration, some people were more suited 
to the town side, which was much more structured and controlled: 
perfect squares and perfect lines. We needed someone to develop 
the forest into something much wilder and freer. Maria's style of 
drawing was naturally sketchy and loose, st really ft the job.” 

Alchough Pareja speaks modestly of her efforts, Mooreand Stew- 
art are quicketo praise hor work. “She had a cartooniness in the way 
she drew," Moore says. "Some ofthe other scene illustrators would 
draw a fovest, and the characters wouldn't fit in them as well as they 
would in Maria’s, She uses these nice careony, simple shapes thac 
Mebh would fit in, Maria ended up developing the forest style on 
herown after that” 


"She drew the ttees the same way she drew the characters, that’s 
Why icall fic ogether,” agrees Stewart, “Ie didn't Feel like a nacualis- 
tic sketch with 2 cartoon character plunked on top ofit. The whole 
world fircogether.” 

‘The directors wanted the backgrounds to provide an effective 
stage for the characters, where they would look at home, but still 
stand out. Stewart compares the backgrounds to comic book panels: 
Each setting is designed to fit the action in the scene. It shouldn't 
look like a previously existing background chat the filmmakers 
dropped the characters inta. Moore notes, “The characters are the 
‘main focus and everything has to support therm.” 

"The forest i like another character: It has 10 match with Mebh, 
and the other charactors,” says Pareja. ‘I think about composition 
and everything in the frame, bur in a way that makes the character 
feel like partol the scene. Ifyou'te going tohhave leaves, you have to 
have eaves that match the character, s0 it's unified. I'slike makinga 
stage for the characters to performon. 

"I eave lors of space, so the characrers aren't drowned by details 
surrounding them,” she continues. “The forest is always framing 
the characters in a nice way. But the trees are also flowing and have 
an energy: Insome sequences the forest is adaptedtto the action and 
the energy ofthe characters.” 

“I find ic really exciting when | look at action sequences where 
the painting and linework is really expressive," adds Stewart, “The 
lines become seratchy pencil marks, When things are calm, we let 
the paint bleed cur tothe edge—sometimes we even see abitof the 
watercolour paper: It eels lie the inner world of the characters is 
expressed in the backgrounds: The Forest changes if the character 
is fightened or calm, Everything we do follows the characters: the 
effects, the magi, che water, the backgrounds, Ira fels like one 
Incegrated image.” 


(One important step in developing an animated feature is the 
colour script, 2 preliminary series of images thar suggests the fee! 
ings in each sequence. The images may be simple lines or patches 
‘of ealout—a gentle blue for a calm sequence, stark red and black 
for a dramatic moment. Or they may be paintings that suggest 
the composition of the scenes. The loak of the colour seript varies 
according to the directors! wishes and the artists approach, but its 
function remains the same: to provide an overview of how the story 
will develop in purely visual terms 

‘The colove serps for WolfWalkers, which required about seventy 
individual paintings, was created by Alice Dieadonné, who says, 
“The colour script is @ narrative map of the movie that includes 
«everything you can’t say in words, so you have co say i with colour. 
Youcan translate a feeling into words, youcin translate into music, 
you can translate ic into colours. The colour script expresses the 
‘motional lines and the narrative arc of the movie. 

“1 be given scenes, ike an animator who's given a key moment, 
then I'd work out the transitions between them,” she continues. 
“There ae lows and highs: The emotions form a wave that peaple 
have to recognize fom the calour script. Rut you can’t work on dif- 
ferent sequences separately: Youhave to work on therall together. 
11's one colour in relation to another, putting all the informacion 
inthecolours” 

“We talk « lor about the colours because Keb was really green, 
Song ofthe Sea was blue: They heve dominant colours,” Stewart adds. 
“We wanted this film te havean autumn orangey-ness to it.” 

‘The Cartoon Saloon features revel in their two-dimensionality. 
Bucthe character designs have 1o be more than sophisticared combi 
nations of lines and shapes. The animators have to be able to move 
‘them in ways that convey notonly physical motions, but personality 
and emotions as well. 

“Looked atthe previous Cartoon Saloon films, but Lalso looked 
at the work of Studio Ghibli,” says character designer Federico 
Pirovano, “The wolfin Princess Mononoke may not have been appeal- 
ing, but she was very expressive, which I found interesting, Even 
iF L wasn't using that design style, I saw it was cool to push the 
character designs.” 

“A lot of people think its all about the graphic shapes, and 
make the characters very lat and cutout-y. You need to chink both 
three-dimensionally and graphically at the same time,” notes San- 
ddra Andersen, who also contributed character desipns. “It’s about 
finding the sirong poses, the dramatic poses, but also choosing the 
strongest graphics.” 
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At the beginning of any production, the designers make hun 
dreds of rough drawings as they explore different ideas for the 
characters, Some designs look too strange, to0 familias, too bland, 
too unappealing, The artists draw and redraw. Atthe end of the day, 
the floor of the studio may be so littered with erarmpled paper, it 
looks like snow fell. 

“Au the beginning, I was tying to push the designs in very weird 
‘vays,” Pizoyano recalls “Bills nose was much bigger; we woulda’: 
have been able ro sur him, Since Moll isa princess, Lured making 
her a towering trol tallerthan Bill with sharp teeth andan attitude. 

“Tomm is super open and super easy to talk with,” he contin= 
tues. “I would draw sheets of different possi 
in rough pencil. Yomm would select the things he liked, and point 
foutones he didn't. He'd take my drawings and do litte draw-overs, 
explaining what he wanted. I'd rework the character following 
those guidelines.” 

Much of the development work was done on paper, as Moore 
and Stewart wanted to preserve the lookeof the artists sketches, The 
drawings were later seanned into a computer for final adjustments. 
Ie’s faster and easier to use Photoshop to alter the size of the nose 
con anorherwise successful design than to make the artist redraw the 
same image repeatedly. 

During the development process, the artscs will do surn- 
arounds: views of the character from different angles o ensure 


nies fora character 


“The look of the studio's 
films is very much about 
the designs. You need to 
make sure the animation 
works in the scene and looks 
believable, but still fits this 
flat aesthetic. Sometimes 
acurve looks nicer than 
the actual form ofa paw. 
There are choices to make, 
but part of that process is 
allowing the animators and 
clean-up artists to have 
input in those choices.” 


BETHW ITCHALLS, 
FINAL LINE DESIGNER 


“We want to keep what looks 
best. For the wolves, instead 
of turning the designs around 
all the time, we pushed for 
certain angles that looked 
the best, Same for the human 
characters. You may use an 
awkward angle for the mood 
of the shot, but for the key 
poses, we always go for what 
looks nice and graphic.” 


SANDRA ANDERSEN, 
LEAD POSING ARTIST 
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the design works from every vantage point. The character designs 
must ako have an underlying structure so that multiple artists ean 
draw them, I's easier to keep a character consistent-looking if the 
animators know her head is basically a sphere and the botzoms of 
her eyes rouch the equator, rather than trying to approximate the 
shapes frcchand, 

As a designer and a guy, [find cute litle gils difficult to draw. 
| ended up doing the least work on Robyn," says Pirovano, "They 
liked my design for the generic wolves fiom the beginning, and it 
just evolved. On Bill I changed the design of his nose, then Sandra 
took it over. She's amazingat making a character turn and do all the 
things an animator needs ito do.” 

“Ldidn’twork much on the concepts: was finalizingthedesigns 
for the animators. {looked at turnarounds and the construction 
of the characters so people could draw them,” Andersen replies. 
“We have to be able to turn them around; otherwise, the anima- 
tion will all be lar and feom the side. When I gee a rough design, 
[ery to stay true to it, Bur [break the design down into simple 
shapes you can track. For example, I divided Robyn's leg into 
halves. The halfway mark is the knee, where the pants stop. It's 
just a way to gi 
them consistent.” 

Witchalls adds, “T was tasked with designing the final Hine 
of all the characters for the clean-up department to follow. The 


some rules to drawing the characters to keep 


characters ate tricky. There's nota lor of landmarks on thei faces 
for the animator to register 1o make sure they stay on model. So it 
was really important to get the model sheets as tight and definitive 
as possible.” 

Kilkenny had to be a bustling town, filed with people going 
about their everyday tasks—and watching the story unfald, 
Designing the many individuals who make up the crowds fall to 
Pirevano, 

“Por the townsfalk, I did a bunch of sketches that they liked, 
because thoy had a lot of personality. I as treating them as real 


characters,” he says. “I hate to see animated movies where the 
crowds ace the worst designs. Sometimes, there are awful designs 
just behind the main characters, instead of using the opportunity to 
make theworld richer.” 

‘One hallmark ofthe Cartoon Saloon features the way the char- 
acters work not only as individual figures on the screen, but also 
as parts of larger patterns when they're grouped together. in the 
opening of The Secret of Kel; the monks who watch Brendan chas- 
inga goose stand as single characters—and as elements in complex 
graphic designs. 

“Because they're in the middle, the townsfolk share some ele- 
F the main characters and the backgrounds," Pirovano 


explains. “We have them connect with each ether in ways tha reall 


an old stained glass window, with lines berween the pieces of gles. 
When you look atit ic doesn't necessarily Fee lke everything i sep 
arated, but like & composition of interesting shapes that fic rogether 
like a puzzle.” 

Pirovano's crowd designs include caricatures of many of the 
Cartoon Saloon artists. The figures had ro be interesting, but not 
0 interesting they drew the viewer's attention away from the main 
characters 

“Sometimes we had ore or two characters pop out toe much, and 
we had to remove them.” Pirovano recalls. “My process isless about 


"How do I make their design less interesting? than ‘How do I make 


their atticude less interesting? You ean have a very uninteresting 
design, bur ifthe characteris waving 


ands, it will be noticeable, 
You can male interesting characters, but in ways thar blend with the 
backgrounds.” 

“ WolfWalhers isthe firse project that 've directed that had 30 many 
characters,” says Moore, “We've gor crowds of people: I never real~ 
ized how much preparation that takes, think Ill o back wo making 
movies with just two characters on the screen ata time, Two charac- 
ters in the Arctic” 
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& OLD KILKENNY 


(Often refered to as “The Marble Cit” For its black limestone build 
‘ngs, Kilkenny began asan ecclesiastical foundation inthe early sixth 
century of the Common tra. The name Kilkenny comes from Cl 
CChainnigh, *cell (or Church) of Cainnech (or Canice)” Aer te Nor 
‘man invasion of ireland in the twelfth century. Richard Strongbow 
built 2 wooden foress near the site af modem Kilkenny Castle In 
1609, James lof England granted Kilkenny a royal charter confering 
thestatusof cy 

ln x64), during the growing conic botween the king and Paria 
‘meatin England, a group of Catholics of English and irish exiraction 
established the Confederation of Kilkenny to defend their faith, 
rights. and liberties. Oliver Cromwell attacked Kilkenny in March 
160. Although he did not ener theckydueto an outbreak ofplague, 
his troops wreated extensive damage. The attack was followed bya 
lange-scale confiscation of propery 

Mocre and Stewart set WolfWalhers in Kilkenny at the me of 
(Comell, but they were more inseested In creaung an effecive set- 
Ung for ther fantasy than in a scrupulous depiaion of seventeenth 
cennury life Stewan. notes, There are cerain things some historians 
vill be upin armsabout But we hope they accept the fantasy overa 
factual approach” 

“Therésabitofpecticlicenseinthevisuals.burwe akeinspiration 
because wegrew up herein Kilkenny, surrounded ball this beautifel 
‘medieval architecture” adds Moore. ‘Every day, you're reminded of 
the past Weve created a fantasy Kilkenny that helps the story” 

To ceate 2 believable fantasy. the artists studied the original 
Jn detail. Monurments in the city range from St. Canice's Cathedral 
hich dates from the thirteenth century, to the Rothe House. built 
bbya wealthy merchant family 1$94. Scattered throughout the cky 
ate old stats, chimneys. doorways, walls, and lanes. Although they 
‘amefrom many counties—srazl France, tly iceland, Cile—the 
amiss quickly developed an affecion fr Kien. 

Produaton designer Mara Pareja recalls Clara Aveda, who was 
a scene stator, would sketch the chimneys she saw looking out 
the studio windows. he kept saying'I want to draw more chimneys!" 
You have al thie reference relly doze” 

“kenny cy thatprecerverits hitory wall and beinginmmersed 
Jn thecityhlped to getthe right feelinginto hebackgrounds agrees 
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‘background final fine supervisor Eduardo Damasceno, “Seeing the 
stares and the kind of materials they used gives you an under 
standing ofhow peopletived chen. When you can bring the Feeling of 
beinginaplaceinto a drawing, makestheartcomealive™ 

Colour background supervisor Stefano Scapolan adds, “W's more 
about getting Ireland, feland hasa unique coleurpalattethaveaven 
vielble in the cantar af town” 
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BUILDINGS THAT ExicTED IN 


“On the north stands boldly forth 


the large and magnificent cathedral 
church sacred to St. Canice, the abbot; 


southwards, and verging towards 
the east, rises the castle, or rather a 
fortress guarded by many castles and 


bu 
sprang the civic community 


warks. From this twofold source 


The Kilkenny in the film had to feel like a vibrant community 
where people went about 
Wolves n the forests and occupying troopsin the city. 
n old building. 

some kind of history. The paint should 


ir dally lives, despite the presence of 


"When you" 


jawin cel led-in.ithas 
be slightly chipped 
just to show it's not brand-new from tkea. That helns ground th 
“When youite 


dosigning the streets. buildings, and walls, t's interesting 


to have 


characters? layout supervisor Leo Welss expla 


about, s3y, the organization af a market then. What kind af goods 


could you buy? Were there enbblestones an the ground? Did you 


have straw underfoot to suck up moisture? Ic all lps to create a 


morebelievableimage” 
Many of the artists went on sketching ips in the city and took 
photographs. Details of hearchitecureand the way light played on 


the stone structures beeame fixed in thei minds. 


restigto see what details people pay attention to? Weiss 


continues. Someone mightadd alilealcovein awall, where peuple 


ed to put votivecandles. That tiny design clement gives bitmore 
vension toa wall that could have ust been plain stone and boring” 
Producer Nora Twomey sums up the artists‘ affection for the cy 


vitien she concludes, “Kilkenny isa beautiful place, and our history is 
just underneath out Feet. Acie Medieval Mile Museum they tll us 
something ike sixy thousand people are buried under parts of High 
Street: generations of people who struggled to makea Ife here. tts 
Incredibly acignant.and you feel ted 
to history. Youre a continuation of something rather than an end oF 


he streets. You fee conn 
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“You can't necessarily use everything 
around you, but when you've seen real 
things, you don't have to invent them. 
It's the tiny ideas and tweaks the 
artists add that turn something plain 
into something that has some history 
to it, something that feels true.” 


LEO WEISS, LAYOUT SUPERVISOR 
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& TOWN LINE VS. FOREST LINE 


‘WolfWakers focuses on the conflict berween individuals who seek 
to dominate nature and people who want to lve in harmony with 
it The former see thernsales as masters of 2 land they\ve subdued, 
Whereas the later share place in the natural world. That confi is 
embodied visually inthe division between the rectilinear buildings 
of Kilkenny and the sensually curving vegetation inthe forest, a divi- 
sion that extendsto the lines used to draw them. 

‘We have two different worlds” says animation £X supervisor 
“Andres Campos. "The word inside theciy. where eveything s square 
and straight with yery sharp fines. n the forest. things are wild and 
rounded. Even the charactersin town have more geometrctines, while 
the charactersin the forestare rounded and softand warm 

{In the early 1960s, Disney artist Ub iwerks modified a photocopy 
‘machine o transfer the animators drawings onto sheets of clear ace 
tatecalled els” in ines of black power. The powder never adhered! 
perfectly giving che fines a friable quality noticeable in 101 Dakma- 
‘Hans. The Cartoon Saloon artists used that look as a jumping-off 
point fr the slightly imperfect "wown line which suagested a wood- 
block print. 

“To show the point of view of the Puritans, we went for the wood 
block because it seems stiff and more uptight. We see their world 
{call squares and boxes, and everything’ ordered, compared to the 
forest, where everything is organic: explains Moore, “The idea was 
toshow the forest and all the wild things as expressively as possible. 
\Wewent for locse brushstrokes and scratchy pencil lines, with hts of 
texture and rendering on the wolves: They feel like sketches 

Clean-up animation supervisor John Walsh adds, The forest fine 
replicates how a rough animation drawing looks That lovely ener 
etic ines exactly what Torn and Ross were lookin for? 

tayout supervisor Leo Weiss comments, Tie town has a stom 
vial identity es square, woodtcucke pattems. The forest fs organic 
‘eve chaotic aso hassiromg rules: no stragh Hines, ots of curves 
the middle, we've go farmland chatruns from the iow co he forest, 
soit gets more structured or more open as you getcloser to oneedge 
ortheother: 

Working on the film required the artists to draw in two distinct 
styles.“find the town ine easiet because come froma background 
of doing ctean-ap”says fra tine designer eth Witchalls “rm used 
tothe tight conte). sa tm ableto draw 2 straight fine without wob- 
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bles. A lot of people struggle to draw a straight line freehand. The 
forest line is easier so draw, but i rook me longer to find: bees in 
this rigid cleanup mindset for awhile” 

The distinc look ofthe fines exwends wo the characters, Robyn, 
Bill, the Lord Protector, and the townspeople are drawn in the wood- 
biock style whereas Meb, Moll, and the wolves are rendered in the 
forest style, All the arsts are working with characters in both line 
styles” says clean-up animation lead Tatiana Mazzei. “Some people 
are more comfortable with one line than the other, so we try to give 
therm more of thacesshors, Aut they' still gaing to get both 

“We have rules that dictate whore line should break, where it 
‘should be thicker. where it should be thinner, After a while, is pro- 
‘grammed in your head’ she continues, “Gut if you get 3 forest line 
shot after working with the town line for three weeks, it may take a 
couple of hours to get back nto it” 

Despite the challenges, the artists take obvious pride in how even, 
{heindividual lines support the fils story. 

Eduando Damasceno, background final fine supervisor, sys, “e's 
nice w see how everything builds on the geometrical town and the 
lrgunic forest. in the city, we keep theines constrained and wse ink to 
create clearer tnes, But we cart be super lean: That’ why we go for 
the woodcut effec. for the forest, we use thick pencils and even char 
coal tovary the inesas much as possible to givethem awild feeling. 

“Torim and Ross had 2 vision from the beginning. and they kept 
it heads 7trook a fot of linework, but that's how they wanted it 10 
look. They found people who could make i happen without breaking 
theanimation process” 


“we were influenced by 
Isao Takahata’s The Tale 

of the Princess Kaguya, 
which used the language of 
pencil line to tell the story.” 


ROSS STEWART, 
CO-DIRECTOR 
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& THE IRISH FOREST 


When humans setiled in Ireland about nine thousand years ago, it 
was a forested island. Oaks and elms covered the lower elevations, 
pines and birches grew in poorer sol Ferns, moss oly. iv. bracken, 
Fungi, and honeysuckle covered the forest floor, Inthe forests lived 
nowextinct bears, wild boar and wolves 

“There were stil extensive forests in Hteland inthe sixteench cen- 
tury, but the artival of Cromwellin 1550 iniuiated an era of wide-scale 
deforestation—beginning with 2 campaign to eliminate possible 
hhideouts for irish rebels. As English mariime pawer grew. timber 
was needad for shipbuilding. Thereconstruction of London alter the 
Great Fire of 1465 requited vast amounts of wood. as di the man- 
‘facture of barrel staves, which were exported to France and Spain, 
Trees were burned to provide charcoal for blast furnaces used to 
smt iron. The growth of the English plantations led to an increased 
demand for pasture and farm land. 

“Order wasbeing brougitto this wolf land’ as they calleditin the 
[English Partiament at the time” says Stewart. “They saw our land as 
untamed. There were rebelsand rebellions. In our story. t's time of 
‘great environmental destruction: A huge amount of the mative oak 
Forests was cut down during this time” 

{n WollWather, the rsh Forests are not only home to Mebh and 
her wolf wibe, but they also represent the struggle bewveen thettish 
people and the Lord Protector-To the ins, the woods are an integral 
partoftheir homeland; to the Lord Protec, they area symbol of the 
resistance and disorder he intends to substue 

‘The significance of the forest meant it had to be immediately 
recognizable as an Insh forest. Moore explains. “A lot of our artists 
are not from Ireland or even the UK. Their idea ofa forest isa Medi- 
terranean forest which & very dry with different vegetation: People 
naturally draw from their own memories. But it's important to see 


how wetan trish forests, how green itisall thetime,even inautumn, 
when thereare fallen feaves’ 

Concept and development artist Alice Dieudonné agrees. 
Because | come from France, | tend to paint the forest | saw there, 
‘But Ress sald co me,’No, no, no. That's French forest! We dont have 
these colours here He pushed meto find an trish palette” 

‘To help the antits understand the characeistc look ofthe Wish 
landscape, the filmmakers organized field trips so that people could 


shetch and take reference photographs. “The field trips were invalu 
able—asarethe photos from thase field trips’ continues Moore. "We 
went to a place called Kifane, where there's a sunken waterfall in a 
beutiful late valley We were only supposed to go there for an hour 
cor ta, but peoplestayed nineor ten hours, until the sun went down” 

“As animators, we sit eight hours a day in front ofthe computer, 
and we tend to look fr picutes online” adds Dieudanné “But going 
‘outside and seeing the light and the mass and the textures of things 
‘2vesyou a feeling for them. When you walk through the forest you 
Jearn how it looksat different times ofday and in different light” 

Background final line supervisor, Eduardo Damasceno, wo 
‘comes from Brazil, agrees: I struggled 10 go from the feeling of 2 
topical forest to an rsh forest. You start to leara the names of the 
tees. Then, when you draw, you know what youre drawing. You 
‘make the o3k leaves Icok like oak leaves, Everything foals brighter 
and nicer to draw because it makes more senso, 

“Wewent o beautiful forests, and | got lost on one of the tours | 
thought! would be there forever’ he continues with a rueful laugh. 
“Uhad the idea of walking beyond the path to see the forest, Not my 
brightestidea, but it was nice? 

“reland is called the Emerald tse for a reason: I's very green 
because it rains all the ume” concludes colour background super- 
visor Siefana Scapolan. ‘The undergroweh in the forest reflec the 
climate, which is cold and wet. You have trees covered in mss. You 
hhaveshades of deep emerald and dark nurquotse withthe bright red 
Of the leaves that have just fallen, because the film takes place in 
autumn, Auturnn is dificult to capture anywhere, butin Ireland even 
moreso” 
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“we had to tell the artists from 
warmer countries to imagine 
their socks were wet from 
walking in the grass.” 


ROSS STEWART, CO-DIRECTOR 
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‘The work ofthe layout artist suggests ¢ combination of set design 
and cinematography. The layout artists organize the ideas of the 
designers, visual development, and storyboard artists into a form 
the restof the crew can use roreaize the directors’ vision forthefilm. 

Before 2 scene goes into production, the leyout artists prepare 
the workbook drawings that describe the camera moves, the levels 
of animation and effects, the character's path of action, the light 
source), and so on, Layout drawingsdo not appearin the finished 
film; they serve as guides for the artists as they work. IF an artist 
doesn't follow the layout, a charucter may end up too far sway fom 
the door te exit or the scene may not link up with the ones before 
and afterit. 

‘The highly stylized lock of WalfMaltrs posed special challenges — 
and offered special opportunities. Layout supervisor Leo Weiss 
explains, “There are certain things yeu can and cannot de in this 
style that you could ina realistic -D envisonment. Comples camera 
moves with lots of depth ate very dificult to achieve, Buc that forces 
us to find creative solutions. Those questions have robe deal with in 
layout, quite early inthe production process.” 

Thelayout artists work in black and white, Ifthe composition of 
«scene can be read clearly, it wil probably remain clear when colour 
isadded. Weiss says, “When building the layouts in black and white 
you can check the contrast and see ifthe silhouette reads wel. Is it 
dark against bright or is it muddy and even? Desaturating things 
helps you analyze whether the contrast is interesting or iFit could 
be improved.” 

‘The organic, curvilinear world of the forest posed special prob- 
lems, "For the wolves, you'd leave the area where the characters are 
going to be relatively empty because the tiny leaves in the forest can, 
get very busy very quickly,” Weiss continues. “If you wane the char- 
acter ro read well, you puttin a quiet spor. Playing with these zones, 
of contrast shows the characters and action better.” 


‘Thecity of Kilkenny beyond the studio's windows was continu- 
ing source of inspiration and reference, but che artists did’: want 
todepicethe town literally It served asa jumping-off point for their 
imaginations. 

"The style ofthe film is very graphic, so there's no need to match 
the architecture too precisely,” says Weiss, “Some ofthe elements 
in the real Kilkenny helped to create believable designs, but those 
designs are very styized. Stl. if you grew up ina medieval village. 
you'd recognize these shapes.” 

When lead layout artist Antonia Gancheva did research on the 
historic city, she discovered shat seventeenth-century Kilkenny was 
divided into three areas: $t John’s Suburb ( walled neighborhood 
om the other side ofthe river), Irishtown the main city), and High- 
town (near the castle). She used the information to create designs 
that reflect both the physical and socal structure of Kilkenny. 

“Westar with the poorer houses near the gates, which have been 
further beaten up in the Locd Protectr’s invasion,” she explains. “ 
added more traditional Irish cottages to this area and suggested 
we use thatched roofs, with wattle and daub and wood as building 
rmatetisls, We limited the buildings to « maximum of two floors. 
‘The windows are covered with wooden shutters and/or greased 
cloth instead of glass 

“In Irishtown, we have merchant buildings, more elaborate mar- 
lee stalls, nd a few snug cottages,” she adds, “Glass windows and 
chirmneys start to appear; the building macerals shift to brick, stone, 
and wood, More intricate detailing marks the houses of the wealthy. 


in Hightown. In the seventeenth century you would show off your 
wealth by having glass windows, which were notonly expensive hut 
also heavily taxed.” 

Backgyound anists need the talents of both a ser designer and an 
easel painter to render believable landscapes and interiors. The image 
ery in ther paintings has to match the layouts: The most beautifully 


rendered palace interiors useless ifthe door or the stairs are in the 
‘wrong place forthe action, Once the director has OK'¢ the layouts for 
«sequence, the background artists goto work, 

For Wal Waller, che background department had a team of atsts 
‘who focused on the linework, preservingthe two-line style ofthe fim, 

“Once the scene and its setting are planned, it goes to the back= 
ground department, where everything's painted,” says Eduardo 
Damasceno, background final line supervisor, “But for WalfWalkers, 
the directors demanded certin lines, We got the layouts and draw 
4 final line belore it goes to colour. That line shows on the final 
background. In the forest, i's a penil line that feels organic, lke 
traditional drawings in the city, i's a woodcutline. Tomm and Ress 
wanted to see those lines on the screen." 

"The layout team creates the compositions according to the story- 
boards, but they don't put everything in the film's style—thar's 
something 1 do,” explains Camille Tinguy, background final line 
lead, “They compose the main elements of the backgrounds, When 
1 get the file, I put piece of paper on top of it and draw the final 
line, preparing the material othe next team, whe'l do the colour. 
“There are different styles in the movie, Even the forest changes: 
Some parts have more curves.” 

“Our department works mostly with traditional media: We do 
«everything by hand on paper adds Damasceno, "Every forest back- 
‘ground is drawn in pencil every city background isin ink. The msin 
thing is to keep everything looking like a tracitional drawing and 
not clean itup 190 much, Notevery line is perfect. When we sean art- 
work into Phoroshop, we sometimes add small bits of ditt around 
thelines. 

‘To complement the graphie designs of the characters, the back= 
rounds were designed asa succession of levels to create an illusion, 
of depth, Welt Disney's artists developed a comparable technique 
in the 19%0s with the multiplane camera: Elements of the back- 
ground were painted on sheets of glass that might be positioned 2 
few inches or several feet apart. Bur the multiplane camera was diff 
cultand expensiveto use. Computer technology allows the Cartoon 
Saloon artists to achieve a similar elect more elfciently. 

“Because the rtworklooks fa, we'recreating a multiplane effec,” 
Damasceno explains. “You break the perspective sometimes and 
have a Cubist view of some objects, which helps vary the flatness 
while adding character to the drawings, 

“Kilkenny is supposed 10 look like a cage much of the time, So 
we end up with a lo of verticals and horizontals—a lot of grids." 
he continues, “The characters are supposed to feel trapped when 
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they're in the city and feel Free when they'e inthe forest. For the 
forest, I thought about how Tyrus Wong made the forest lank cazy 
yet wild in Bari,” 

“Iewas astraggle to get the lines and thecolourto work together 
properly,” says are director Maria Pareja. “The town style is clearer 
You do the block-print look, and it’s fine, But the forest has the 
sketchy, loose style: Nor everyone draws that way naturally 50 they 
had to practice a bit more, All the different plants and the tees 
‘with their different hark means there's 2 locof variations. While we 
needed thar variety, it couldn't look like different forests.” 

Like the designers, the background arists had to make sure 
their work was immediately recognizable as an Irish forest. Stew- 
art comments, “Layout artist Pauline Gagniarte loves being in the 
wilds with Nature, She was very knowledgeable about the different 
typesof plants and pur so much natural detail in her layouts. Many. 
animation artists are used to doing made-up things, rather than 
starting with real species and stylizing them, We tried to get the art- 
ists to lock ar the real plant first, then stylize i.” 

“i's selike life drawing” agrees Moore, “If you're not practicing 
allthe time, you think an arm goes one way. It’s only when you sce 
the model and try to draw an arm that you understand, (3 about 
draw 


from life: You have to remind yourself because your imagi- 


Once che linework was completed, the backgrounds moved on 
to the painters. Colour background supervisor Stefano Scapolan 


“The main goal of layout 
is to make the character 
as readable as possible 
ina scene. The composition 
should work toward that, 
the silhouette should 
work toward that. 
Anything that interferes 
with the readability 
shouldn't be there. The 
character should be at 
the center of the viewer's 
attention: Look here!” 


LEO WEISS, 
LAYOUT SUPERVISOR 
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recalls, "Wherever the linework isthe mast derailed, our work isthe 
simplest because we can just focus on big broad shapes of colour 
(Otherwise, you won't sce the colour and you wor'tseetheline—i's 
going to becomea mess, The more intense the line, the less we need 
interms of colour. 

“Lots of planning was involved, Apart ftom the colour sketch 


done in pre-production, each sequence requires a new colour sketch 
with the final linework in place.” he explains. “For each shot. we 
map how the colour needs to be placed, especially in the compli- 
cated woodcut stylein the city. We're directing the eye ofthe viewer 


to whore the action stalking place, so we don’t always paint between 


In the areas where we want the viewer's attention to be 
the painting is berween the lines; farther back, the colour 
and the linework startto dis-align.” 

‘The artists take pride in the facr chat the background is hand 
painted, with only minor corections added in the compurer. 
Following the examples set in the colour script and scene ilustra- 


tions, the background artists used colour to heighten the emotional 
impact oftheir paintings—znd the sory. 

“inone ser of sequences, there's a sunserlightingthe cstle square,” 
explains Scapolan. “The colour progression is almost a realistic 
sunset: It took more than fity backgrounds, There's an emotional 
buildup in that moment, We have the strong red of the sun coming, 
through the gate. which frames where the actin rakes place.” 

“The artists also shifted the style of painting from scene to scene: 
Even the individual brushstrokes support che emotions ofthe charac- 
ters, Seapolan add, “Inthe wolf attack, where there's aggression and 
confusion, the style becomes very rough: We switch from soft water- 
colour to dry brush. The colour palette is reduced and the contrast 
enhanced, Everything gets an extra hick from the way i's painted, 

“Torna and Ross really ureasured the final look,” he concludes. 
“They had a vision fiom the beginning, and they kepe to it, Ie 
involved aloc oflinework, but tha’s how they wanted ito look, and 
that'show itlooks." 
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“Trying to marry the 
linework in the back- 
grounds with the lineworl 
on the characters was 
a huge task. We had to 
ensure the elements that 
make the backgrounds ric’ 
aren't making them the 
most important things in 
the shot. The background 
needs to complement the 
animation, to enhance the 
path of action, and ensure 
the characters are setting 
the mood.” 


STEFANO SCAPOLAN, 
COLOUR BACKGROUND 
SUPERVISOR 
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vu. Animation 


“Animators are usually 
by nature control freaks: 
We want what happens 
onscreen to be what we 
would have done. Tomm 
has enough experience 
and enough perspective 
to allow the animators to 
bring their own ideas. It’s 
rare and remarkable and 
makes him fantastic to work 
with. On WolfWalkers, we 
had the opportunity to dig 
really deep and animate 
from inside the characters, 
We animated their feelings, 
rather than just moving. 
them from to B.” 


NICOLAS DEBRAY, ANIMATION 
SUPERVISOR, STUDIO 352 
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Animation isan art form with principles but no rules, No textbook 
or dass dictates how a gil will walk chrough a forest, with a fixed 
number of drawings for each step. Working from experience and 
observation, each animator imagines the girl in the forest and cre- 
ates movements that telect her personality, thoughts, emotions, 
and actions. The director must ensure the work of the individual 
animators blends into a seamless vision, Each artist has ¢ part to 
play, but every part mastbe integrated into the sary. 

“Posing” is an important term in animation that's used in dif 
ferent ways. Some directors choose pases fr the characters at key 
points in a scene, Tomm Moore would look for poses that clearly 
showed what the character was doing and thinking, telogrophing, 
the essential paints inthe scene to the audience. A strong pose will 
read even in silhouette, 

Building on this idea, he introduced scene pasing at Cartoon 
Saloon when he began work on the studio's frst feature, The Sevet 
of Kell. The animation was contracted to studios in several Euro~ 
pean countries and Brazil, To ensure a unified vision, he adapred an 
approach used at the Wamer Bros. Studios for their hilarious Looney 
Ties shorts in the 1948 and 19505. 

“Posing was something we started on Kells beccuse we werent 
sure how we were going to keep animation from studios scattered 
around Europe consistent,” Moore says. "The poses are not the keys: 
‘Theanimators are fee t change them. We looked at the way Chuck 
Jones posed out scenes, His animators might change the angle of 
head, bur Chuck's drawings controlled the overall short.” 

‘To supervise the posing for WolfWalkers, Tomm and Ross chose 
Andrzej Radha, an artist with thirty yeurs oFexperience, "because his 
daaftsmanship gave the animators a seally strong scaffold to build 
the performances on." By suggesting the key movements in each 
scene, the posing anists enable the directors to seehow the finished 
scene will look before its animated. 


“Whenever [try to describe my position, peeple think my crew 
isdoing the key poses for the animacors, but we're not,” says Radka, 
"We'e translating the storyboards, but with the right models, the 

right scale the right backgrounds, We prepare all the information 

the animators need to start work. We ry to give them poses they can 

tse, although they don't have to follow them exactly.” 

“Its a weitd in-between of storyboard and animation,” agrees 
lead posing artist Sandra Andersen. “Since we don't have an eno 
mous budget, we have to work smart, Posing is like doing the keys 
for the scene. You have 0 understand the characters, You have to 
listen tothe director. Yeuhave so make surethe characte looks good 
and is consistently on medel, so it's clear for whemever get 

“When you had to show a characterfrom an angle that didn'eexise 
on the model sheet, the posing arcists would do a drawing to help 
you." says Jeanne-Sylvette Giraud, animation supervisor at Studio 
Folivat, “Buc we could draw around the poses. They weren't some- 
thing we had wo stick w exactly, They helped us understand what the 
character would look like in this position, from this angle. Once we 
understood that, we had some freedom.” 

‘Nicolas Debray, animation supervisor at Studio 352, adds, “When 
Tid hand a scene to an animator, 1d say, “These poses have been 
approved by the director: work around them’ It sives 2 lot of time 
to begin with the right pose: Ir gives us a starting point, and & good 
animatorean milkthat pose.” 

Posesalso playakey role intheanimation itself, Most animation 


is done "pose ro poss": Using drawings from the diestoran story 
board artists and their own imaginations~theanimators ind the 

poses that express the key elements in the character's movements, 
Where do weight shifs and changes in balance occur? When is the 

character moving faster or slower? In a dialogue scene, which words 

are stressed? Other drawings link the poses ro create fluid, belien= 
able movement. 
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Brad Bird, the director of The iron Gien, visited master Disney 
animator Milt Kabl while he was working on Madame Medusa in 
The Rescuers. “He would flla page with sketches of variations of one 
pose,” Bird remembers. "They [oakeel identical until you examined 
them closely, then you'd see all these litte variations—in one, her 
shoulder would be alittle higher, in anather, alittle lower, He was 
constantly searching forthe clearest possible statement.” 

‘The films of Cartoon Saloon are noted for similar arty in their 
stylized designs. During the 19504, the artists ar the UPA Studio 
‘were inspired by che work of Picasco, Matisse, Modigliani, Saul Sein 
berg, and ether contemporary arists. They discovered that stylized, 
two-dimensional figures couldn't move in three-dimensional space 
the way the rounded figures in a Disney film could: Their movements 
had to be as stylized as their designs. These discoveries influenced 
anists from Marcell Jankovics Gon ofthe White Mare) to Genndy Tar- 
takovsky (Sanur Jack), both of whom Moore cites as influences. 

“We think about the movements and avoid difficult turns of the 
head, which could look confusing bectuse of the fatness of the 
image.” Radka explains. “Each character has special rules about 
moving, acting, and drawing. Whenever | think: shout posing 2 
scene, I ry to explain ic with two orthree drawings. It's easy for slow 
dialogue scenes, but with action, it ean get complicated [abways try 
to think os an animator; What would I need to star the scene?” 

“We're taking the essence of the storybeards and layouts, fig 
uring out whar's needed for the scene, then giving the animators 
the right poses,” adds Andersen, “In the beginaing, we did « lor 
of posing—maybe a bit too much—because the animators were 


new to the characters. Later, we tried todo as few posesas need 

"1 think everybody had an easier time with Mebh than Robyn,” 
she continves. “Robyn s veryskinny, She has abig forehead, so she's 
difficult to turn around in space, Mebh is more bike a ball, with a 
triangle fora body and lot of hait. She's practically a line of action, 
which is much easier touunderstand.” 

“Moore descrines the posing department "as sor of funnel: You 
have fewer people who specialize in design doing the posing, so the 


animators can focus on the performances.” 


Rough animation supervisor Svend Rothmann Bende helps to 
swordinate the scene posing and animation departments: “I'm in 
the meetings where they kiek off each sequence in posing, where 
we talk about what's needed for the anitnation. The posing team 
has been creating a lor of material for the animators 10 work from. 
‘We want find that balance forthe animators, nor giving them to0 
much, so they fel like theyre just in-berweening those poses.” 
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Bonde held weekly Skype meetings with the supervisors at Foll- 
vari and Studio 352. He and the directors visited those studios to 
‘ensure consistency and boost morele, Although the animators in 
Lxembourg and France might not have felt the same ties to the 
story asthe Irish artists, theyll ecognized the film's potential 

“For me, it goes beyond the geographical tes,” says Debray. “I's 
4 good story with great characters. What I really appreciated about 
Wol}Walkers was the depth of feeling and the layering of emotions 
within the scenes. I've probably had the most fan in my whole 
carcor with some ef che seenes, especially he ones between Bill and 
Rebyn. Bill's angry, but he's angry because he's scared for er, then 
hhemellows down throughout the scene, Foran animator, that’s gol, 
something you car't wait dive into.” 

In traditional 2-D animation, the animators will do che key 
drawings in a scene, then pass iron to assistants who do the “in- 
between’ drawings, ensuring fluid, consistent motion. The director 
must decide which artists should animatea given character. Itsless 
4 question of which artist is “better” than whose work conveys the 
feeling the story requires, Some animators specialize in heroes or 
heroines, athers in comic characters or animals. In some studios, 
single animator is east asa lead and oversees all oF one characrer's 
scenes, In others, the director assigns the animation by shot, and 
cach animator works with all vhe characters in the scene, 

“We work by scene," says Bonde. “The animation team is spl up 
‘over three studios in three diferent places, but we have animators 
‘who are very good at animating wolves, we have people who are very 
good acanimating Bill, and so on, So wecast, but we didn’t really sec 
up one ream for Robyn, one weam for Mebh, 

"Sometimes on longer performance shots, well have one ani- 
mator rough ital out, then keep going on one character and have 
someone ese do the other.” adds Stewart. "But most ofthe time 
the animators do the whole scene themselves. We assignit based on 
their skills. Anita Gaughan and Geoff King are very good at quad- 
rupeds. Mathilde Vacher and Diane Coat are very sensitive in their 
animation of the gids, so we tied to give them those scenes. We 
tend to give more of the Mebh scenes to Mathilde, and sole Emman- 
ul Asquier to do the more complex mixes of effects and charscter. 

“We struggled with the design of the wolves because they felt 
constiained, and we wanted something wild and loose," he contin- 
‘ues. “When Federico [Pirevano, character designer started drawing 
them, they felt fice and loose with exactly the enesgy we wanced.” 

“was coasting along, doing what we've done before on the wolf 
designs until Federico brought us his take," replies Moore, "It helps 


“T try to deepen the 
characters, to give them 
life. What we have is 
just a drawing and a 
script, but through good 
timing and good poses 
and expressions, we can 
give the characters real 
emotions and a real life.” 


ANDRZE] RADKA, 
POSING SUPERVISOR 
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“If the effects are well done, noone 
is going to see them. But if they're 
badly done, everyone is going to 
notice them. It's kind of sad: If it’s 
well done, nobody's going to know.” 


ANDREU CAMPOS, 
ANIMATION FX SUPERVISOR 


with the storytelling tha there's different kind of animation forthe 
‘wild creatures, Conversely, we lean more on clockwork-like poses to 
animate the soldiers, There are diferent animation styles for te dif- 
ferent characters.” 

‘One major challenge the film presented was keeping Robyn and 
Mebh consistent in both their human and wolf forms, “It was 2 
long process to find the right version ofa wolf foreach git, so there 


‘would be no dour you were seeing the same character,” exphins 
Radka, “Robyn is an educated gia from a good family, with manners, 
 whileMebh 


isawild thing. Tomm says she's somewhere between a srzy squirrel 


So, asa wolf, she has a more aristocratic way of movin 


anda litele girl So she moves with much more enesgy.” 

“We handled pare of the sequence in which Robyn becomes a 
wolf forthe first time,” says Giraud. “She didn’t feel at ease in this 
new boy. Sometimes shed jump and miss her landing, She sud- 
denly goes from being a human child 19 having very long, slender 
legs and tiny feet that make her movements awkward at times. She 
«anit move her legs the waya truly wid creature would. 

Bondenotes, “As Robyn ismocecontained asahuman, when she's 
a wolf, she’s also litle more contained, a litte clumsier. Whereas 
Mebh is this kind of arms spread, running around being goofy Fig 
ure, We're trying as much as we cin to connect the wolf characters 


with their human counterparts, There were some moments where 
‘ve had Robyn behave t20 much like « bey, like Brendan ot Ben. Ie 
-vas definitely something ws needed to thin about.” 

“Iewas « challenge, but I think thar’ what makes enimators ani- 
ators," agrees Debra, “An actoris stuck with what he looks ike: We 


can be whatever we want [did the sequence ofthe eyo gils spe 
under the tee. I hate 1o brag, bur having them wag their tails was my 
idea. I pu itin and thoughe, ‘Maybe Tomm's going to hate me for this; 
ihe does, we can get rid oft’ Bur he loved it, and we found ichelped 
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us connect withthe characters, [started prety iil, then went far= 
ther and further with the canine aspects of the movernents, All the 
little thingsthac make them fel ke they rewolves, bu also ite girls” 
The directors carefully oversaw the performances ofthe miajor— 
and minor—characters, Bonde continues, “Tomm and Ross are very, 
|. Every day we have reviews, which last From five min- 
utesto an hour. They'll commenton anything from broad aspectsoF 


very invol 


a shot ta tele details. Ba the focus i the emation, the acing.” 

‘The fattened, graphic designs ean pose challenges for the anima 
tors. But, Giraud notes, "The design ofa character suggests the way 
that characcer will move, The lines in Bills design are strong, soli, 
and straight. You know from the design there's a rigidity in the way, 
he moves. Itallows you to show the very tight control he keeps over 
himself, But when he gets emotional, he moves much more feel, 


‘which shows somethings happening internally. Inconcrast, Mebh’s, 


design is so round) as soon as you see it, you know youcan stretch, 
and squash and go for a very cartoony style of animation—which 
owas exactly what the director wanted.” 

“Tomm and Ross are very focused on silhovette and larity.” 
Bonde adds, 
found the easiest approach is to let the animators animate the char= 


‘These designs help because they're so clear. We've 


acters without thinking 00 much about the graphics. Afterward 
they can go in and flaten things. It 
meteic hu stil true tothe design, It's challenging, but ie's also what 


ives us a result that feels volu- 


makes hand-drawn interesting: You can play with these things and 
cheat lr like Mickey Mouse's ears, which appear round no matter 
‘which way be warns his head.” 

Whether usinga pencil on paperorasiylus ona digital able, n0 
two animators deaw the sume way. One artist draws loose, scribbly 
forms; another uses light strokes ca lima afew delicate lines. But 
the drawings must all look the same in the finished film. Once the 
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rough animation has been approved it’s sent to clean-up, where 
artists trace the roughs using neat, single lines. If Mebh has three 
leaves over her leftear in ascene, the clean-up artists make sure 
those leaves are in the exact same place in every drawing, even when 
she turns her head. Giraud praises the clean-up crew for the ‘amaz- 
ing work they did with this unique, demanding style of design” 

“We concentrate on those strong, key poses. Once you've got 

strong keysaall the way through, you can get away with certain things 
in between’ says clean-up animation supervisor John Walsh. 

All the artists agree that Wolf Walkers is a challenging, visually 
‘complicated film. Walsh continues, “t-all comes down to the com 
plexity of the scenes: Youve got packs of wolves—there could be 
fifteen, twenty wolves, plus the main characters. It took a long time 
at the beginning, but later, even sequences with alot of wolves got 
through pretty quickly” 

Each character presents special challenges. As clean-up animation 
lead Tatiana Mazzei observes, “Bill has all those straight lines. Mebh 
is like a ttle ball, and you can be more cartoory with her. Her face will 
deform with her expressions. But Merlyn, Robyn's falcon! Because the 
way his wings work as he flies, some in-betweens can be tricky” 
Directors of traditionally animated films have avoided crowd 

scenes because so much time, effort, and money is required to draw 
so many figures. WolfWalkers includes not only Moll's wolf pack, but 
also people in the streets and markets of Kilkenny. “It's alot of work, 
although not all the characters are moving all the time,” says Maz~ 
ze)."You try to keep movementto a certain level that's not a crazy 
amount of animation, The pack of wolves was harder, They move all 
the time because they/re animals” 

“For me, this is one of the most complicated productions ever” 

adds Radka. “There are lots of ciowd scenes: The animators have to 
animate the main characters, but don't have to care about the crowds. 
Some sequences were really, really hard.” 

Not every animator works with human and animal movements. 
‘Some artists create special effects: water, snow, falling leaves, smoke, 
and so on. WolfWalkers required a lot of effects. I focus more on the 
flow of the animation and its energy, says animation FX supervisor 
‘Andreu Campos. ‘Cartoon Saloon uses graphic designs that can be 
very tricky. | can animate the designs now, but itwas a challenge at 
the beginning of the production.” 

Campos cites Robyn cleaning the Lord Protector’s headquarters 

as an example of the complexity that underlies an apparently simple 
scene: “When Robyn is mopping the floor, the mop is moving around. 
and it’s moving the water. That water has to match the backgrouing 


also has to respond to the physical elements of the floor and reactto 
the gts motions with her mop. That's thework of thefts artist" 
“It especially challenging to integrate a character with water— 
orwith any background; adds effects lead Narissa Schander. ‘You 
don't want it to look like the character's pasted on top. You need to 
feel lke isin its environment? 

“Saya wolf has been animated swimming underwater’ contin- 

tues Campos. ‘When the wolf moves its leg, its going to produce 
bubbles behind the feet—it's essentially crawling through the water. 
The animator has to animate those bubbles based on references and 
his own intuition. The physics make the animation look real, but we 
always break the rulesa litle ta match the style” 

Tomm and Ross wanted the effects to match the stylized designs 
ofthe film, including the visual dichotomy between Kilkenny and 
the forest. “They want really sharp, angular shapes fr the fire, but 

if youlockata fein the fireplace, it's quite curvy-looking,com- 
ments Schander. ‘You have to make it move the same way, but you 
have to stylize it and make it more angular, You might do rough 
animation whereit’s curves, then choose where you sharpen the 
lines—making sue itil reeds as fire? 

Campos adds, “There's a moment in the movie where the forests 
burning, We have two kinds of smoke: angular town-style smoke and 
rounded foreststylesmoke. But when the location isthe forest and 


the fire is set by the townsfolk we mix them. So it’s two kinds of smoke 


because we are combining these different worlds in the same scene” 
Effects artists can study reference footage of fire, water, and other 
natural phenomena to understand haw they movein the real world. 
Magic effects posea different set of problems. 

“{Co-art director] Maria Pareja did illustrations to help us with 

the look of the water ire, etc: How to make something move ike fire 
is our work: says Campos, The problems come when the directors 
ask for something that breaks the rules of physics, llke magic. Magic 
is more subjective. and more about what the director wants.” 
“Theres no reference for magic. which makes i really fun to.do 
adds Schander. You get to create your own physicsand your own 
tiles. There need to be rules about how it maves ar everyone would 
ddo their own version and it wouldnt be consistent. Its very organic, 
since the magic comes from the wolves. 

“Tor and Ross want every frame to be worthy of printing out 

and hanging on the wall. Every frame has to look likea work of art? 
sheconcludes. ‘We get to be super expressive with the effects. We 
get to try different texcures to get the scene tolookeven more amaz- 
ing. You dor't get to do that on just anyjob” 


“It's very important for me to 
have a part in putting the team 
together: not just looking at 
people's skills, but also at how 
people communicate and how 
the teamis functioning. The 
more people communicate 
within the team and across 
departments the better the 
results. Not only will the 
animation be more consistent, 
but havinga nice atmosphere 
is important. They havea good 
sense of community here.” 


SVEND ROTHMANN DONDE, 
ROUGH ANIMATION SUPERVISOR 


ABOVE [fczonmutonc Folymswinning 
nderer Vovav atic 


‘OPPOSITE them laf tebe put 
fromewry department Emmanuel Ager Busartlod 
eb iteration of arate and ft animation, 
ichwas plese yoke efits ommend thik 
rps and comping departments Corer aes 
sing pers Emme hy Mariana 


04 


WOLFVISION 


When Robyn transitions from human gid to @ Wolfwalker, Dore 


and Stewart felt it wasnt enough just to show changes in het appea 


ance To understand whatshe 


experiencing, the audience had to 
see the transformation through her eyes 

In this film, youhavetwo warldsside by side: the world ofthe Pur 
tans and the watld of the welves. The Wolfwalkers thread beowee 
them,’ says Fimhin MeNamara, Wolfision department head. “We 


wanted to show the differences inhove humans perceive things vers 


Wollvsion to fee! immersive, as if you'te laoking 


through Robyn’ eyes’ 


jon of Id is very difierent from a hurran’s 


because i's builton different senses, Research indicates thata wolf's 


sense of smell is about ane hundred erful than 


human's. Wolves identify pack members and potential enemies by 
smell: when they scent prey animals, they chase them down, Hear- 
Ing is also important: Wolves can detect sounds generated six miles 


away ina forest, and even farther awayin open county 


that wolves sea more limited spectrum of colour than 


mostswe the world n black and 


More explains 


wor'd in black and white, If we did a pencil-charccal render for the 


environments and animat 


them, thescents would have colourand 
ald see 


fen they become wolves, 


aglow tathem, sowew how different the w 


Id appears to 


‘We worked into the plot that the wolves can tell whenever the 
army is mayching into thelr parc ofthe forest, he continues. “Roby 


feels the vibrations through her paws, and she senses they have a 


cannon—the wolves have advantages as well. We'retyin 
those advantages through this di 


drawn on paner We let it look as much like 


nt-looking technique that's 


we could 


‘Wolfwsion has.a3-D starting 


nt but everything that appears 


on-screen has beer jstan! 


ever on paper,” emphas 


director Mark Mullery. "! wanted to make the film look as much like 


a drawing on top of ossible. | didn't ever want the 


painting a 


audience t think, Here comes the CG! A pet peeve af mine is whe: 


something that looks ike CG appears ina drawn movie, My taste is 


incredibly Puritan thatway. You're uying to geca unified image. 
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"We thought there should also be a three-dimensicnality to this 
world, adds Stewart ‘You'e completely thrown out of the world of 
humans, where we play with a flattened perspective In the town, 
Even inthe Forest, the looks quive flat and pattern-y, then suddenly 
youre thrust into chis deep, deep world where things move in true 
perspective. Everything Wsalive 

As inspiration, the Cartoon Saloon artsts cite an Csear-winning 
short by Rickard Willams. "We wanted it to look like the animated 
backgrounds in A Chrstmar Carol” says Moate. “It's the mast hand: 
drawn partof the film because it's allan paper” 

But what does a stent lock like? How ean it be represented view 


allyon the screen?“One reason Tomm and Rass arked mein was they 
weren't really sure how they wanted it 10 lock, but they knew they 
wanted itto lookcocl,” MeNamara sald. "Because we did 2 lot oF R&D, 
itwasa longdevek 
I iad a shot 


ment process, IL was maybe six mionths before 


"Alot of times thescent s used asa lure far action: Robyn or Mebh 
are following something or pick up sor 
ure out where’ coming ftom," he explains. Its lke a tral weaving 
through the woods or the city that the characters follow, its a glow, 
and cepending on its origin, Irs different colours: yellow, gold, or 
cold colours for the urban elements and people: 

he Wllvision sequences proved technically and. visually chal- 
lenging. They had ta stand out fram therest of the fl, yet still fee! 
like they belonged in the same world. They also had ta contribute to 
the stay, 


one’s scent and try to fig 


‘We wanted to make it the raller coaeter in the film” Stewart ean 
cludes. ‘We used fy-throughs of3-D environments, butincorporated 
elements of the backgrounds and hand-drawn textures. We get the 
cffectof a light pulsing through all the background elements. When 
we saw itn the review room, we all sald, That's syactly it That will 


rake people go, Whoa! What's this?" 


Animation & 205 


“Wolfvision footage only 
makes up about three 
minutes, but it adds so 
much to Robyn's story. 
She couldn't go back to 
her normal, flat life once 
she’s experienced the 


true, instinctive life ofa 
wolf. Wolfvision is really 
successful at portraying 
that: It’s a completely 
different world.” 


ROSS STEWAR 
CO-DIRECTOR 
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Animation has been closely linked to music for more than acentury. 
Silent cartoons had scores that were performed by theater orches- 
smasand organists: Paul Hindemith wrore the music (now lost for 
Felix che Cat cartoon; The Shelton Dance (925), Walt Disney's first 
“silly Symphony.” was conceived as a graveyard romp set to Edvard 
Grieg “March of the Dwarf,” To produce the artificially created 
sound for his Oscar-winning short, Neighbours (i952), Norman 
McLaren drew the tiny lines the exciter lamp on a prejector“read’s 
UPA director Rabe Cannon animated to musicin aneffor to infuse 
his drawings with its ahythms 

Many memorable scence in animated features-from Satsulé 
and Mei waiting for their father in My Neighbor Totor, to Remy learn- 
ing to manipulate Linguini like a puppet in Ratatouille, to Aisling 
bewitching Pangur Ban in The Secret of Kells—involve actions set to 
music ora song, with lite or no dialogue, Some artists compare 
animacion to ballet, as both ars involve choreographing movement 
:hrough time and space to presenta story. 

For The Sere of Kell and Song ofthe Sea, Tomm Moore drew on 
Insh folklore and art history—and traditional Irish music. Both 
films included music by Kila, Band member Colm © Snodaigh 
recall, “Back around i999, we played in Kilkenny, and Tomm, Ross, 
and Paul fram Cartoon Selaon came down. They said they really 
liked our music, chat shey were working on the scipr for film and 
that they would love for us to be involved, The seript became The 
Secrtof Kelle” 

Kills producer Didier Brunner suggested adding composer 
Bruno Coulcis to the team. They had worked together on Danish 
animator Jannik Hastrup's The Boy Whe Wanted to Be « Bear (2oca), 

“We had imagined dhat we'd just work with Kila on the music; 
Didier felt Kila was prea, bur that we needed a composer,” Moore 
‘plains. “He thought Bruno would be a good choice because he 
‘works so much with indigenous singers and traditional musicians. 


Bruno came over to Kilkenny to visit the studio and met with the 
guys from Kil, We tock him to 2 pub for some traditional music, 
and kind of wooed him, He agreed to do it, which was great.” 

‘Over the years, the artists and musicians have developed an 
increasingly collaborative working relationship. Moore adds, "For 
The Secret of Kells, Bruno eatne in atthe beginning of animation. We 
hadn't quite locked the enimatic, so we asked him to write music 
for certain parts that we could animate to—especially Aisling’: 
song and some of the action sequences. But on Song ofthe Sea, he 
was involved in the writing. We were going to have a flashback of 
the mocher, but Bruno suid we could got the effect by ust layering, 
her voiceinto the soundtrack The process continued on Woi Walkers 
because heand Kila geton so well: We started aling while we were 
writing the script. 

“WolfWalkers was designed to be the culmination of ideas and 
themes we began developing in eur previous films, nor only visu- 
ally but also musically,” hecontinues, “The musical style of Bruno 
and Kila has become synonymous with our work. Like the visuals, 
this score is the richest yet, with orchestra choit, and traditional 
instruments all layered together, The trusting relationship we've 
built over the years enabled us to pull it off. We recorded the 
orchestra in Bulgaria again and Kila in Grouse Lodge in Ireland, 
where we also recorded the voices: It was a magical and collahora- 
tiveexperience.” 

© Snodaigh adds 
ing where we discuss the rhythms and other elements. Things can 
be as simple as Ross or Tomm sendingaclip and saying, We need 
something here! Bruno comes to Ireland, and we layer stuff onto 
the score” 

“For animated movies, che process is very long, and I want to 
star early,” Coulais comments. “I watch the animatic and sear 10 
compose little by litle until the end of the movie. I write my own 


Before the script is writien, there's « meet- 


ne 


rs and moods of the film 


orchestrations, so need to know the en 


I dothe orchestrations 3 the end af the pre 
Like the visuals and the story, the music for WalfWalkers grew 


out of acollaberstion that is informal, friendl 


and respectfl. Ros 
Stewart, Moore, © Snodsigh, and Coulais met, diseussed, and 
made suggestions, Some ideas were immediately accepted: others 


required refining; inevitably, ochers proved dead ends, “The visual 


style we've developed and Bruno's signatuce sound and Kilas sound 


all feed each other," says Moore. “Evenas weconceivethestory, were 


imagining what they'll contribute. The musicis rally importane.” 
‘Cartoon Saloon isan amazing place ta be when were all digging 
in together, and ideas are flying” replies © Snodaigh. “Everybody 
isa hundred percent open to any idea: Every idea is listened to and 
considered, You know when an idea works and when ic doesn't It's 


4 really wonderful process tobe involved in 

1 have to absorb an awful lor, then respond later: It seems to 
come out three or four days later.” he explains. “I have my tape 
recorder and star throwing ideas on it Some work, some don't I's 
very organic, especially with Tomm and Ross. | can do something, 
hand ie to them, and say, ‘Are we on the right track?” We move on 
from ther.” 

“Ids very important for me wo work within the chronology of the 
story,” adds Coulais, "| send the first demo for Ross and Tomm 
and await chit reactions. After we discuss things, the timing of the 


music becomes more precise. 


Bo Nusie 


“In an animated film, you are not in a realistic world, so the 
music has mare importance: it placements structure its timing,” 
he continues. "You have a lor of music in an animated movie, and 
the music almost becomes another charicter, There should be an 
‘organic correspondence between the music and the film.” 

The artists agreed they wanted certain links between the 


music and the charseters, but they didn’t want a 


correspondence, like Prokofiev's Petorand the Wolf “I have some 
themes or short melodies: For the git, it's a very simple motif, 
strange bur stiong," Coulais says. “For the Lord Protector, Tom 

and Ross wanted to hear the double bass. We have to be very care- 
ful, so when you see a character on the screen you won't always 
hear the same themes of the same instruments. I don’t like it 
when the music cleaves too closely to the story or the characters 
For me, the music isa counterpoint that reveals secrets within 
the film.” 

‘The music for Wo} Walker also reflects the dichotomy between 


here are some con. 


the town and the forest, as Coulais no: 
trasts borween the two worlds ofthe film in the score: For me, the 


forestevokes 


mysterious, mote magical realm. The city isa 
place of confinement, while the forest is open space.” 


“The imtensity ofthe drumming in the forest was really img 
anc for ine: Its noc fant, it's intense,” © Snodaigh adds. “We wied 
twcome up with as many different sounds as possible, sounds that 
are not necessarily of the time but may evoke the time, You want ro 


“For me, WolfWalkers is a film 
about metamorphosis. I tried 
to use the music to suggest 
this metamorphosis. The 
girl’s transformation into a 
wolf was very interesting to 
orchestrate: It’s represented 
by shifts in timbres, the 
instrumentation, and the 
voices. I really love this film.” 


BRUNO COULAIS, COMPOSER 
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create a feeling: It might come from the instrumentation: it might 


come from the melody." 


Everyone agreed the score should evoke seventeenth-century 
Kilkenny, but it shoulda’ 


Monteverdi and Cavalli, ‘When you are working in a certain period, 


sound like a period pisce ora pastiche of 


youhaveto compose with the ears and eyes of today,” says Coulas. 


“The story is more importans than the period.” 

"Kilkenny doesn't have a particular style of music” © Snedaigh 
adds, “But they had cool medieval instruments in Kilkenny at the 
woky lide chings thac we 
with them, but the sound was almost too medieval: Those instru- 
ments would've distracted attention. You! 
visuals: ifyou start detracting from them, it won't work, 

The final score is a rich, layered work that includes the Bulgar- 
Kila, In addition, Norwegian singer 
Aurora Aksnes has reconted an adaptation of her song “Running, 
with the Wolves 


track: you listen to ae you animate and the final orchestration is 


sim hard wo play. We experimented 


tuying to enhance the 


ian Symphony Orchestr 


! Moore says, “The difference between the demo 


the difference between a line rest and a colour composited scene. 
‘When you work with the demo every day it's a shock to discover 
how much sicher the music is when its recorded with the rel 

“The theme Bruno wrote for Bill and Robyn as hunters has.a bit of 
2 Greensleeves’ fel to it. 'm: noe sure ifs a hundred percent his- 


curate, but it feels right for the period,” Moore adds. “He 


rorically 


brought a similar English Middle Ages kind of sound to the rest of 
the scare. But when we were recording withthe orchestra in Sofia, he 
“This is the pact where [ wane Doe [Ar 
strong] from Kila to reply to the strings with her Fiddle’ or “This ie 


would turn to me and s: 


where we need Colm to play the fle’ So even when he's recording 
toadd something,” 
© Snodaigh recalls, “The Grouse Lodge studio is just ourside 


the orchestra, heknaws where he'llask K 


the small village of Rosemount. Net five miles from the studio 


stands the Hill of Uisneach: In lish mychology it was seen as agate- 


\way tothe mythical fifth province of Ireland —Mle, We [Kia] sper 
three days in the studio with Bruno: It feltas though we had entered 
3 province where magic-music happens; bow and blow, pluck and 
struim, beat and swish, listen and play, drearn and creat, trust and 
be. Itwas in this enchanted province that we worked on the music 
for WolfWalker. 

Coulais sighs. “We will have multiple levels of music: the Irish 


band, the voices of the choir, the orchestra, some instruments I 


recorded myselfplaying in Peis, the double bass, and Aurora’ song. 
The mixing wll be very complicated, but life slike that.” 

6 Snodaigh was surprised to discover he and his fellow band 
members made an appearance in Wal)Walkers that was vieual, rather 


chan musical "There's afew scenes where Tomm has painted very 


tunftatering pictues of us," he concludes wich a laugh. “We've car- 
icatured as buskers in Kilkenny. They were looking for something 


comedic, and we certainly attained it. 


Music & 
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Ix. Putting It Together: 


“When Merlyn, Robyn's falcon, 
is flying, we sometimes delay 
the colour on the wings for a 
couple frames or doa couple 
of frames of extra colour 
outside the line to make it 
feel fluttery. We try to make 
it look nice and logical—not 
like an ugly mistake. It has to 
be a beautiful mistake.” 


HELGA BJARNA DOTTIR, 
DIGITAL INK AND 
PAINT SUPERVISOR 
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The Back End 


‘The checking, ink and paint, and compositing departmenes make 
lp what's often refered to as the “back end” of an animated 
production, Their work is technical, detailed, and demanding— 
but often receives little public attention. A former DreamWorks 
artist commented, “Back end! isn’t exactly 4 ghmorous term—it 
sounds like we're working in ane of those two-person horse suits 
from voudeville.” 

His technical background made assistant director Mark Mul- 
lery the logical person to averses much of this ares. “There are 
certain areas tend to review and take off Tomim's and Ross's hands, 
for example, ink and paint, 'don’t think they need to leok at every 
single colour pop," Mullery says. "So I'll watch and refer two or 
three things co them. I'm scheduled to be in every eview, and thar 
sometimes means I make more reviews than Tomm or Ross. T 
«ould probably tell you how any shot in the movie was assembled, 
because I planned how we went about creating most of the shots.” 

In recent decades, computers have played an increasing role 
in this ares of production, The artists agree computer technology 
has made it “easier to do hard things” Victor Paredes, an artist 
who uses Moho, 2 2-D-rigging software, says, "We're very small 
ream: three people, But we're the studio's secret weapon. When 
they don't know how eo do something in the normal way, they 
know weean doit.” 

"You can also use Moho to create a lot of different rigs and 
setups todo animation,” he explains. "We're using it for crowed ani 
mation. | can animate crowds with a hundred or more very small 
characters by myself All hose characters make the town fee! alive 
Moho is much faster, and you get results very similar to the look oF 


hand-drawn animation. The movie also has a lot of magic happen- 
ingin the forest vegetation. We create the main movements for the 
individual plants, then the effects team adds elements that make it 
look as gad as the rest of the movie.” 

Paredes says that when something is too expensive or boring to 
animate by hand, it sent co his team, To animate the chains thac 
feeter Mell, artists would have te draw every ink and move them in 
ways thar euggested the prisoner pulling ageinst the weight of the 


iton. Ifthe doctor changed the szene, every link would have to be 
reanimated. Victor says, “We created rig where you just move one 
link and the rest ofthe chain follows it. IFthese's a retake, Il just 
move the path and all the pieces will follow it” 

For decades, animators drew on paper, and crews traced theit 
drawings onto the acetate cels, which were then painted with special 
acrylics. The finished cels were photographed against the backgrounds. 
The process was labor-intensive and grew increasingly expensive. In 
the late eighties, Disney developed the technology to scan the ani- 
rmators’ drawings into computer systems and colour them. The Seaxt 
of Kells was drawn on paper, but the Cartoon Saloon artists have 
switched to electronic tablets, eliminating the ned for paper. 

Eyen with the transition to digital workilow, inkeand paint work 
labor-intensive and painstaking. A dozen or more colours 


ay have to be applied to a single character in every one of thou- 
sands of images, There ate limits to what's practical to do, whether 
the artists are working with computers or physical art supplies. 
Digital ink and paine supervisor Helga Bjamadéetir recalls, “Ac the 
starc of the project, we rested ane scene several times with different 
‘numbers of coloured lines, timed everything, and shoved them to 


ne 


“T sometimes think, ‘What if this 
feature cost $30, $40, $100 
million? Would we ever stop 
tinkering?’ The fact that we 
don't have infinite money and 
infinite time stops us from 
doing that. Directors need to 
be decisive, but they need to 
consider the cost of changing 
their mind later. If you do that, 
the little adjustments start to 
be seen as little improvements, 
not meandering. The production 
could go on forever if you 
didn’t have line producers and 
production managers looking at 
their watches and at the budget.” 


MARK MULLERY, 
ASSISTANT DIRECTOR 


the directors. We kind of met in the middle aboat how many lines 
tocolour.” 
sdéttir explains thather team does more than simply fillin 


‘We'te nat just calouring things. In the town, we have to 


outline 
mimic the woodblock-prine style, Colouring the forest line is easy 
because you can hide slotin the ‘sribbliness.” 
‘The digital inc and paint erew also odds devals to somedrawings, 
giving the resulta richer look, "We do the direon che characters’ feet. 
‘That was supposed wo be clean-up, bur they had so many things chey 
needed co work ous, {thought maybe could solve ie with technical 
solution—so we could take care oft in ink and paint,” she says. 


Buttingit Together 


“1 earned TVPaint really wel,” she continues, “I had some time, 
so went online, read all the forums, and tried things out, We have 
programmers in-bouse you can ask to build small tools. But for 
some things. you have to make the program work for you. So twas 
just sittingdown and beating my head against TVPaint until could 
gee something that worked” 

‘The coloured animation, effects, and Backgrounds then go to 
compositing, where they are combined to form the fina images 

“At the start of the projec, we talked a lot about how the com- 
pesitors would like things delivered to them, how the Bee should 
be named, what they need," Bjamadérir says. “We have a very close 
relationship: If there's an issue with something T've delivered, they 
can tell mend I can tedeliver it. 171 geta complicated scene, I may 
ask them how they want it done.” 

“Compositing creates the final image," explains department 
supervisor Serge Umé. “Ie's a really interesting job because we 
receive all the images from the other departments—background, 
special effects, ink and paint, shadows—and put them together 
IF the director wants something to feel sadder, we can change the 
colour af the background, the characters, or the effects to enhance 
that ecing” 

Compositing may also invelveadjusemenssto the camera angles 


and movements, which must be carefully planned co preserve the 


stylized look of the film. Umé says, 
the camera moves. The perspective is strange, becouse everything 
is fat, and the camera needs 10 preserve that feeling. The goal is 
tw siay somewhere becween 2-D and 3-D: Keep the 2-D bat with a 
sD movement. 

"On the characters, we may also add rexture and work on the line,” 
he continues. “On the characters’ faces. it's important to keep the 
focus on the acting so we put on les texrure We keep the fe 
simple as possible so we don't disturb the amazing work they do in 
animation.” 

“The power of the technology can be daunting, The filmmakers 
must resist the temptation to continue altering an image and make 


In compositing, we finalize 


«decision, or the film may neverbe finished. 

“g's really important t have precise art circetion,” Umé con- 
cludes. “All the compositing artists have a copy of the colour script. 
Its important to keep those ideasabout colous and ambient lighting 
in mind. With the technology, we can change a colour. We ean hey 
a line with one colour rather than have ink and paine do it. We ean 
manage whatever change the directors want. The only problem is 
time, IFthey want changes, ittakes time, But we can doit” 
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& Afterword 


Looking over the pages of this book, it’s hard to believe the First 
sketches and ideas date hack 10.2013, I was stillin the midstaf mak 
ing Song ofthe Sea when Ross and I dreamt up the idea over lunch, 

‘As drifted into middle age and grandparenthood over the course 
‘of this production, the central theres bseame only more urgent: 
hopefully we ean remind our audiences of our tenuous connection 
tonnature, and the interconnectedness of our own inner worlds and 
well-being withthe world we live in. 

The ideas, characters, and stoxyworld percolaced and distilled 
over many years while we worked together with Will on the screen= 
play, and with so many artists on the designs, the storyboards, the 
animation, the backgrounds, and all the artifacts of production. 

(Of course the art you see here is only a tiny tection of the moun- 
tains of work produced by the tear over the course of development, 
pre-production, and production, Animation isas mach a subtractive 
process of editing and selecting asic is an iterative process of refining 
So many directions are tried at each stage before the final product is 
delivered, And of course the final film is only one of many possible 
‘outcomes that ean arise from the collaborative process. 

What I am happiest t9 see though is thatthe vision Ross and 
1 had at the beginning is sil there, right up until the final image. 
So many times I've seen animation artbooks where I fele the daring 
concepts and visual ideas at the beginning of development became 
lostas the project wound through the exhaustive process of produc- 
‘tion. Thankfelly chats nor sowith WaifWalkers, and tharis thanks in 
1 small part ro the crew of artists, production staff,and producers 
who believed in what Ross and I were ttying to create, 

or me, animation and, in particular, hand-drawn animation is 
an art form thatis unique in its ability to draw on the thousands of 
years of visual language handed down to us from the illustrators, 
painters, and eartoonists of the past, We don't only have to mimic 
live action, but convey the emotions and inner worlds of our charac- 
ters, nat just with how they move, speak, and act, ut also with how 
they and their world are drawn an painted. 

T hope you ean see in this artbook and in the final film cur 
atiemprat exploring these possibilities, and hopefully twill inspire 
‘otherattists and animators to go even further. 


TOMM MOORE 


Directing Walkers with my old friend Tomm has heen 2 jour 
ney of ups and downs, highs and lows—from the early days of just 
dreaming up scenasios and outlandish passiilisies with Wil, che 

most patient and positive of cereenvites, to pulling our heir our 
‘over micro-edits before leoming deediines. Changing the gender of 
characters, killing and then resarrecting ther, changing lindecapes 

wwest to east and back again like indecisive gods; fecing like what 
youhave at the end of day is worthy of produstion to starting again 

from serach the next morning. 

Were it not for Tomm and | being fiends since we were eleven, 
‘ve might have gone separate ways through production. Like an 
old married couple, we knew how to bury the hatchet and move on. 
Making Wol Walkers tested us all tothe nth degree, but anyone who 
‘works in animation has to lear patience at wwenty-four frames per 
second —or else consider carer in something ester. 

Actimes when we felt tired ofthe project, we had ra ind che core 


clement of the story that kept us going, For me, hearing Mebh's 
lament at what the soldiers have done to Mell stsred me, often to 
tear itreminded me of why Wa Walkers needed to be Finished. 

‘The wolves have been extinct in Ireland for ever two hundred 
years, and weno longer can be stirred by cher hountinghowls across 
‘our landscape. Burt maybe this story might stir that long-forgorten 
feeling of being wil fee, and alive, and encourage some of us to 
break fee of whatever chains hold usin our routines, Iemay remind 
usto hold onto things thatare disappearing, [emight make seme of 
us appreciate the wilder things in life, to leave them be and not try 
to tame and tidy every comer of the planet or cur own lives, Maybe 
even to howlat the moon sometimes. And who knows—maybe one 
day wolves will how! across Irish hillops again. 

‘A huge thanks and all credit to the beautifully talented artists 
and exeatives ofall kinds who have helped make Wol)Wller: along 
the way—the movie ie asum of all parts and all ars, 


ROSS STEWART 
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